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Theatre Beyond Words 
 
Lauren Danielle Stacks 
 
Director: Raimondo Genna, PhD.  
 
 
       Theatre Beyond Words is an exploration of how the Moment Work devising 
method may be utilized as an artistic tool to communicate ideas beyond the capacity 
of spoken text. In 1991 Moisés Kaufman and partner Jeffery LaHoste founded 
Tectonic Theater Project so they and their company members could explore the 
avant-garde theatre that fascinated them. Moment Work was born from the fusion 
of Mary Overlie’s View Points and Moisés Kaufman’s own explorative exercises 
with Tectonic Theater Project. My work is a hands-on investigation of the creative 
power of this technique through my application of Moment Work to the direction of 
my own emotionally charged project: Joseph Wallace’s Hush Little Celia Don’t Say 
a Word, produced by the University of South Dakota Student Theatre Cooperative. 
Through the production process, I explore how the Moment Work language of 
theatrical elements lends itself to deeper, more precise analysis in the creation 
process and how Moment Work cultivates the invention of forms capable of 
adequately expressing content that is difficult to communicate verbally.  
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If a picture is worth a thousand words, then giving that picture a three 
dimensional form, movement, and sound is worth a novel. When you bring that 
moving, sounding, form into the space to live and breathe with the audience you 
can witness an epic saga in the span of a single breath. That is a moment. In the life 
of every individual there exists aspects that can never be squished small enough for 
words to adequately encompass. How do I communicate these ideas when words 
fall short?  
If I cannot tell, then I will show. Theatre as an art form is the epitome of 
“show don’t tell.” The application of Tectonic Theater Project’s Moment Work 
theatrical devising technique is an excellent way to create potent staging focused on 
showing ideas due to its horizontal approach to creation. In Rich Brown’s article 
about Moment Work he explains, “In the ‘horizontal’ (as theorized by Mary 
Overlie), text becomes an equal element of theatrical performance rather than the 
dominant element, as in the case in most narrative drama” (Brown). Of all the 
theatrical elements, text is the one by which we are most likely to fall into the trap 
of feebly attempting to tell our audience instead of showing them. By stripping 
away the theatrical hierarchy that conventionally builds on top of a foundation of 
text, Moment Work increases the artists’ attention to the myriad of other creative 
elements (ex. light, shape, tempo, contrast, etc.) that compose impactful theatre. 
 ix 
When I perform a moment, I am not merely an actor; I become a living, moving 
sculpture. I become the embodiment of an idea. 
“Theatre Beyond Words” is an exploration in Moment Work to create forms 
that express the complex inner life of Celia Thompson in Joseph Wallace’s Hush 
Little Celia, Don’t Say a Word. Celia struggles with selective mutism, thus socially 
“normal” conversation for her is a gruesome challenge. Because she cannot speak, 
Celia must show. My goal for this artistic undertaking was to educate a group of 
students in the basics of Moment Work in order for us to work as a creative 
ensemble to innovate resonating forms that explore Celia’s intricate internal world. 
Through a period of education and creation, my cast and I generated a vocabulary 
of conventions and an assortment of rich theatrical explorations that I used to guide 
the staging of the piece and compose the thirteen moments ultimately incorporated 







The Director’s Prompt Book 
 
 
Why I Chose Hush Little Celia Don’t Say a Word 
 
I chose this play because it is an excellent vehicle through which to explore 
experimental theatre. While Moment Work is applicable to any performed media, it 
shines brightest when the script is open-ended. Moment Work is a meticulous 
creative method through which to discover possible forms for given content. When 
the described forms are rigid or highly specific, there is little room for creative 
interpretation. When the given content is equivocal, it provides freedom for the 
artist to breath and explore. Think of it like a child’s coloring page. If the picture on 
the page is filled with detailed pieces, there are little black lines already covering 
the page. The shapes have all been established. This leaves little to no room for 
creative input aside from choosing colors. However, if the coloring page’s main 
shape comprised of large blank spaces, the little artist can add lines and shapes 
capable of utterly transforming the artwork. 
In Hush Little Celia, Joseph Wallace’s patulous stage directions such as 
“she seems to hear these voices in her head” (pg. 9) practically beg for exploration. 
Wallace creates a quasi-realism where characters step in and out of the tangible 
world of the play. This freedom from conformity to conventions of chronology and 
physics provide ideal content for which to devise experimental forms.  
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When selecting a piece to direct, my goal is to create art that is not only 
entertaining and aesthetically pleasing, but is also impactful for my audience. Not 
only is Hush Little Celia well suited for the application of Moments Work, but it 
draws awareness to important issues. Celia’s struggle with anxiety disorders and the 
repercussions of growing up in the influence of an abusive home are incredibly 
relevant topics that deserve attention. The play urges the audience to think before 
they speak and to listen closely before they judge. Of course, it is difficult to engage 
an audience by knocking them over the head with a message. Instead, I prefer to 
draw them in pleasantly and then disclose the message like divulging a secret. In 
Hush Little Celia, Todd narrates with a quirky, enthusiastic whimsy that charms the 
audience and allows the play to undulate potently between comical, serious, 
chaotic, and calm. His animated antics, gimmicks, and physical comedy draws the 
audience in and his tender admiration for Celia pulls their heartstrings. Thus 
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Lauren 
Stacks 
Director 336-409-7090 lauren.stacks@coyotes.usd.edu 





















Makayla Bakken 605-371-6062 makayla.bakken@gmail.com 
Samantha Bernal   
(Practicum) 
507-210-1036 samantha.bernal@coyotes.usd.edu 
Adam Gerard   (Practicum) 612-751-7497 adam.gerard@coyotes.usd.edu 
agg.9615@gmail.com  
Victoria Hernandez   
(Practicum) 
402-209-7064 victoria.hernandez@coyotes.usd.edu 
Garret Kroger 712-259-5500 garrett.kroger@coyotes.usd.edu 
Alyeska Krull 907-598-3764 alyeska.krull@coyotes.usd.edu 






Chris Dupic Run crew 443-624-5514 chris.dupic@coyotes.usd.edu 
Emma Hunt Run crew 605-939-9534 emma.hunt@coyotes.usd.edu 








Scott Mollman Scene Shop: 
Carpentry 
605-677-5738 scott.mollman@usd.edu 





Electrics  605-677-6495 jonathan.zivic@usd.edu 




Campus police, fire & medical emergencies Campus phone:  9-911 
University Police Building: 605-658-6199  
Non-emergency: 605-677-5342 
Director, Pete Jensen -- 605-677-5342 
Pete.Jensen@usd.edu 
Vermillion Police 605-677-7070 
Vermillion Fire EMS Department 605-677-7097 
Sanford Health Vermillion Clinic 605-677-3700 
Iowa 24 hour Poison Control Center 800-222-1222 
 
 
Company Health Considerations 
Makayla  Allergy → coconut 




Alyeska Earth and Life Through Time Lab - Wednesdays  5-6:50pm 
Andy Initiation throughout first week of school 
Pike university trip Feb. 9-11th 





Makayla Bakken  Eldon / Tim / M.C. 
 
Samantha Bernal  Mom / Kelly (+ Joe) / Nun (aka Sister Rose) 
 
Adam Gerard   Todd Mitchell 
 
Victoria Hernandez  Dr. Griffin / Lisa / PA / Poet  
 
Garret Kroger   Dad / Dr. Conners /  Ben 
 
Alyeska Krull   Celia Thompson 
 













     Because of my unique formatting style, the rehearsal schedule is not included in 
the body of the thesis. Images of the official rehearsal schedule are located in 
Appendix B. 
In order, the lines in each date box inform the reader: 
1.   What we are doing 
2.   What time we are meeting 
3.   Where we are meeting 
4.   Who is called 
5.   In italics: extra notes 
 
     Rehearsing a production in a collegiate environment is challenging, as each 
company member, crew member, and advisor is frequently involved in a number of 
projects outside the production that often conflict with our rehearsal process. In 
order to manage the chaos, I include in the rehearsal schedule notified absences, 
important academic dates, and department events, all in addition to noting the 
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Color Coding: 
     Red – Indicates important production progress dates. 
     Yellow – Indicates mass conflicts. In this case, the only mass conflict was the 
Kennedy Center American College Theatre Festival in Des Moines, Iowa.  
     Blue – Indicates events occurring within the USD theatre department affecting 
those company and crew members who are declared in the theatre department, are 
in practicum, have department work study, or have been awarded a Student 
Technical Assistantship. 
     Gray – Indicates important dates in USD’s academic Calendar 
     Yellow Highlight – Indicates performance days. 




SCENE BREAK DOWN 
 
Script division as referenced in the Rehearsal Schedule and Artistic Retrospective. 
Numbers within a scene denote devised moments (ex. 2) Opening Mob) which are 
later described and discussed in my Artistic Retrospective. 
 
# Page Scene Name Bookend Lines Character
s 
0 n/a “Talk to Me” 1) Opening movement piece All cast 
1 
 
9-11 Intro In darkness… 
Todd: “Well, She didn’t talk. Not much 
anyway…” 
------- 




11-18 St. Joseph’s Ensemble: “Hush little Celia, don’t say a 
word…” 




18 Griffin #1 Todd: “It didn’t take long…” 







18-22 Conners #1 Todd: “After my third suspension…” 





22-23 Stupid Celia Celia’s mother begins singing 
Mother: “SHHHHHHHHHHHHH” 
------- 
4.a) Distorted family portrait,  4.b) Griffin 
light clicking, 4.c) Demon “window” taunt, 





23-25 Griffin #2 Todd: “Still waiting for that gunshot? …” 








25-28 Eldon’s Class Todd: “As Celia got older…” 




28-30 Coffee Shop Poet: “I spit on you…” 
Celia: “No thank you.” 
All cast 










31-33 Divorce Ensemble: “... if that diamond ring turns 
glass,” 
Celia: “Hush Little Baby Don’t say a 
word…” 
------- 





33-36 Through the 
Window 
Todd: “After that, Celia wasn’t in school 
for a while 
Todd: “You’re welcome.” 
Todd & 
Celia 
12 36-41 Ink Griffin: “How is the medication working?” 
Conners: “A few. But I’m not sure yet 
what they may be about.” 
All cast 





14 50-52 Stars 2.0 Todd: “Uh, hi… Um. Listen Celia, uh, 
well I...” 
Ensemble: “You’ll still be the sweetest 















     Images of the final positions of the boxes for each scene are included in 
Appendix C. 
     Our set is comprised of six identical boxes, so I used six identically proportioned 
square Doves candies as representation of our moving set pieces. This gave me the 
flexibility to quickly rearrange and upload updated pictures to the cast’s google 
drive and to the daily emails whenever we had to alter one of the floorplans during 
the rehearsal process. Since the ensemble members had dual responsibilities as the 
stage crew, this method of pictures aided in expediting the learning (and relearning) 
process. 
     Because we performed in two similar but still proportionally different ballrooms 
of the Muenster University Center, the need to have precisely proportional floor 
plans became moot in light of the greater need for the ensemble to cultivate their 
ability to adapt the set to the space while maintain the idea of the new location’s 
shape.  
     Although in the workshops we experimented with stacking boxes in various 
manners to create sets, ultimately we decided against that form. We found the speed 
and security granted by keeping the boxes on floor level far more satisfying than 










# Scene Prop & Description Character & Source 
1 1 & 14 Crayon Todd & Celia 
Large, bright red Purchased 
2 5 Flashlight Dr. Griffin 
Strong, white light Lauren’s 
3 13 E-cig Ms. Duffy 
Blows water vapor Vic - dept. prop shop 
4 13 E-cig Ms. Duffy 
Blows water vapor Whitney’s 
5 13 Coffee cup Ms. Duffy 
Disposable from Java City U-brew 
6 13 Coffee mug Ms. Duffy 
Large purple travel mug Lauren’s 
7  Coffee mug Kelly → Ms. Duffy 
Even larger travel mug  Lauren’s 
8  Coffee bottle Kelly → Ms. Duffy 
Starbucks iced coffee in a bottle Purchased (U-brew) 
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SET PIECE LIST 
 
# Piece Description Source 
1 - 3 3 boxes Solid black, handle hole, 18” x 18” Arena 
4 - 6 3 boxes Solid black, handle hole, 18” x 18” Make 
7 - 9 3 clip lights Blue/green gel color Jonathan - 
department 
electrics 
10 - 13  4 floor lamps 6’ tall, hold 1 light bulb purchase 
14 - 15 2 Christmas light 
strings 
Long enough to stretch across the 
back of the stage space 
Lydia Kanz 
16 - 20 5 power strips At least 2 plugs, on/off switch Purchase 
21 - 27 7 extension cords Grounded, at least 5’ Scott - 
department 
scene shop 
28 Gaff tape Black Scott - 
department 
scene shop 
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DESCRIPTIVE DESIGN COMMENTARY 
 
Costumes 
To establish the unity and flexibility of the ensemble, they are clad in a 
matching outfit of black pants, black shoes, black socks, and a solid light blue t-
shirt. Because the ensemble must play a myriad of characters without time to 
change costumes off stage, the female ensemble members each have two matching 
black hair scrunchies (kept on the wrist when not in use) with which to manipulate 
their hair. I chose scrunchies specifically because the extra fabric wrapped about the 
rubber makes it easier to quickly remove the hair piece or to adjust a hairstyle 
without accidently teasing to hair, which causes an undesirably messy appearance. 
Changing their hairstyle along with shifting their voice, energy, and body language 
indicate the ensemble member’s new character. The single male ensemble member, 
Garrett, does not have hair long enough to alter, so his characters are distinguished 
purely through the conventions of body language, voice, and context.  
     I chose light blue as the ensemble color for the vast array of color theory behind 
it. Blue is linked to consciousness and intellect, often portraying symbolic 
connection to concepts such as trust, wisdom, intelligence, faith, and truth. As a 
neurologically calming color, blue is associated with depth and stability (Rikard). 
Given the deeply artistic, intellectual, and emotional nature of our project, the idea 
was to play on this association to subtly draw the audience into the deconstructed 
world of the play and Celia’s cerebral world. I chose a light blue for subtly and its 
aesthetic value as a comparatively neutral color (i.e. blue jeans). It also happens that 
Chapter One: The Director’s Prompt Book 
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light blue specifically is associated with healing and peace. Because several 
moments of our piece touch on the sensitive topics of abuse, depression, and 
loneliness, I find it appropriate that our chosen color helps, even just subtly, to point 
the audience toward our protagonist’s journey to healing. As the only color 
associated simultaneously with unity and change (like water), I blue is the perfect 
color for a cohesive ensemble where each member wears many hats. 
      To distinguish the central characters, Celia and Todd wear street jeans instead 
of plain black pants. Todd wears a t-shirt in the same style as the ensemble but in a 
saturated royal blue instead of light blue. The color of his t-shirt acts as a physical 
representation of Todd’s vibrant personality. His top is in the same style as the 
ensemble because despite his difference from his peers he has a much easier time 
blending in than our title character. As our protagonist, Celia is completely 
distinguished from the crowd in a lavender t-shirt with half-length sleeves and an 
angled hem that is fitted at the top and flowing beneath the waistline. The 
comparably more developed costumes of the two central characters highlight them 
as the complex creatures the audiences should desire to learn more about.  
     I chose lavender for Celia’s top because it plays off of the light blue of the 
ensemble tops mixed with the red of the symbolic crayon that appears to book-end 
the show. This is my subtle way of communicating that even though Celia is 
different from the crowd, it is not because she is incomplete, but rather because she 
possess something extra that is not easily expressed.  
 
 




     Because we are not performing on a traditional stage or with traditional stage 
lights, the company’s makeup is subtle daily corrective street makeup in neutral 
tones for the girls and no makeup for the guys. 
 
Lighting 
     Per the minimalistic vision of the production, all of the lighting is done with 
domestic lighting instruments that we purchased or borrowed. Our pieces included 
four matching floor lamps, three blue-green clip lights, a strong flashlight, and a 
string of white Christmas lights. We use this easily manipulated prop lighting to 
play with angles, movement, color, mood, and the sound of switches clicking. 
     Initially, the company and I wished to play with a wider variety of color in the 
lights; however, our limited resources proved to inspire our creativity and the blue-
green clip lights ultimately reinforced the practically mono-chromatic world we 
created. This monochromatism lent greater emphasis to Celia’s lavender garb and 
the appearance of the vibrant red crayon.   
      The devising ensemble designed the use of the clip lights to indicate when the 
audience is witnessing something closer to realism and when they are voyeurs 
observing Celia’s interior world, which is unrestricted by time and laws of physics. 
The association of the color blue with intellect and sincerity aids in establishing the 
scene in Celia’s mind as surreal and cerebral.  
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Sound Effects & Music 
     Every scene shift is marked my Todd “clicking” as though hitting pause or play 
with a universal remote control. This click occurs approximately twenty-two times. 
This was executed by the devising collaborative as a snap of Todd’s fingers. Every 
other sound effect is devised and executed by the ensemble. 
     Two music tracks are played over the speakers. The opening movement piece is 
accompanied by Lauren Aquilina’s “Talk to Me.” At the end of the play an 
instrumental version of Demi Lovato’s “Nightingale” plays softly under the final 
scene and then crescendos with the bows. 
 
Set 
     Similar to the original production, each location is defined by a specific 
arrangement of identically proportioned cubes. Our production uses six identical 
black cubes. The number and neutral color conform to the minimalistic concept. Six 
is the lowest number of boxes we could employ to build a full and proportional 
stage and to create a class room with enough seat for each student. Transitions into 
each new location arrangement are executed by the ensemble manually moving the 
boxes in the space. This minimalistic approach is desirable for its accessibility to 
our budget and its demand for creativity in how we choose to arrange the boxes to 
effectively establish location. By keeping our set neutral and unobtrusive, the 
audience’s focus remains on the characters instead of becoming distracted by 
spectacle. 
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     Our performance space is set up in thrust formation, setting the audience on 
three sides of the stage area. I chose this setting because it creates a more intimate 
setting to the action on stage. In my creative experience, this setting brings the 
action up close and personal. It gives the action a greater three-dimensional 
presence as opposed to a proscenium stage that only has audience on one side. I 
chose thrust instead of area staging, which places audience on all four side of the 
stage, for my sake and that of my actors. Despite my previous experiences, I am 
still a comparatively novice director. Since most of my actors are fairly 
inexperienced it helps me as a director and my actors to have at least one grounding 














Format and questions are adapted & compiled from D. Ball, Wm. Ball, D. 
Grote, F. Hodge, R. Moyer, J. Thomas, E. Hagen analysis styles. 
 
I.   Given Circumstances 
A.   Environmental Facts 
●   Geographical Location 
     While the text does not note a specific city or state, we can derive from the 
flavor of English used in the dialogue that the show is set in the United States. As 
indicated by the text and stage directions our various locations exist in a variety of 
physical and psychic locations. 
 
Scene 1: Kindergarten playground of St. Joseph’s Catholic School  
“Welcome to kindergarten, at St. Joseph’s School.” – Todd, pg. 10 
 
Scene 2: Classroom of St. Joseph’s Catholic School 
“Celia remained in school… That was perfectly fine with the nuns at St. Joseph’s.” 
– Todd, pg.11 
 
Scene 3: Dr. Griffin’s Office 
“But, if she was going to continue at St. Joseph’s, she was going to have to be 
subjected to the two most dreaded words ever inflicted on children: 
PSYCHOLOGICAL EVALUATION.” – Todd, pg.18 
“Well, hello, Celia. I am Dr. Griffin. I know your name is Celia because it says so 
on this paper.” – Dr. Griffin, pg. 18 
 
 
Scene 4: Dr. Conners’ Office 
Chapter Two: Analysis 
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“After my third suspension in as many weeks, the ‘powers that be’ felt that it might 
help if I too got some counseling.” – Todd, pg. 18-19 
  
Scene 5: Inside Celia’s Brain 
Celia seems to hear these voices in her head and tries her best to rid herself of them 
to no avail. – Stage directions, pg. 22 
 
Scene 6: Dr. Griffin’s Office 
The only time we see Dr. Griffin is in her office, therefore, we know we must be in 
Dr. Griffin’s office if Dr. Griffin is speaking. 
 
Scene 7: Eldon’s Tenth Grade Classroom, public school 
“This is Mr. Eldon’s 10th grade English class.” – Todd, pg. 25 
 
Scene 8: Poetry Coffee Shop  
Todd: “There’s a coffee house down on sixth avenue. … I just thought that maybe 
you would want to go sometime?”    Celia: “Okay.”   Todd:“… Okay. Tomorrow 
night, then.” – pg. 28 
ENSEMBLE now moves to the coffee house. – Stage directions, pg. 28 
 
Scene 9: Outside the Coffee Shop 
[Celia] hurries offstage and moves for the door. … [Todd] follows her into the 
street..– Stage directions, pg. 30 
[Todd] lays back on the grass. “The stars look angry tonight.” – Todd, 
pg. 31 
 
Scene 10: Mental Limbo 
     This scene occurs in a psychic space as Celia is floating in a mental limbo 
between Dr. Griffin’s office, home, and her personal Gehenna. The scene breaks 
down into three parts that each use the exact same physical set to materialize the 
different emotional mental locations. 
Chapter Two: Analysis 
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     In the first part, Dr. Griffin delivers a speech on the futility of spoken 
communication due to human negligence. As she speaks, ensemble members strike 
poses that illustrate Dr. Griffin’s words (as indicated in the script). At the end of her 
speech Dr. Griffin’s voice tapers off as she indicates Celia. 
     Part one melts into part two as the audience’s attention is immediately drawn to 
Celia and her arguing parents that quickly box her in. Though the stage directions in 
the script indicate that the family is sitting around the dinner table, we opted to seat 
Celia on the center stage box that had just moments before been Dr. Griffin’s 
pedestal.  
Part three shows us Celia immersed in solitude after Mom and Dad exit, 
leaving Celia in the abyss of her own mind. 
  
Scene 11: Celia’s Bedroom 
“Every night for a week I went to my garage, got out my father’s ladder, and 
climbed up to her window.” – Todd, pg. 33 
 
Scene 12: both Dr. Griffin’s & Dr. Conners’ Offices 
     Like Dr. Griffin, the only time we see Dr. Conners is in his office, therefore, we 
know we must be in Dr. Conners’ office (at least partly) since Dr. Conners is 
speaking. 
 
Scene 13: The High School Drama Rehearsal Space 
“Here’s what I imagine a rehearsal with Miss Duffy would look like.” – Todd, pg. 
41 
[Todd] clicks again, and [the ensemble] all jump up and begin talking to each other 
as students in the audition. – Stage directions, pg. 43 
 
Scene 14: Outside the High School 
Celia sits and stares up at the stars. – Stage directions, pg. 51 
 
●   Date / Time 
Chapter Two: Analysis 
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     While the text does not note a specific year or season, we can derive from the 
flavor English vernacular used in the dialogue that the show is set in the very 
recently. The season is either Fall or Spring because school is in session.  
 
Scene 1: Kindergarten  
“Welcome to Kindergarten, at St. Joseph’s School.” – Todd, pg. 10 
     This is when Todd and Celia first met. The moment that Todd gives Celia the 
crayon, a bond is forged. This explicit time marker shows the audience how early 
Celia was affected by familial hostility and selective mutism. 
 
Scene 2: First Grade 
“Celia remained in school…” – Todd, pg. 11 
“Now children, when we subtract 4 from 8, what do we get?” – Nun, pg. 12 
“Okay, Celia, what’s the answer? (Celia raises four fingers) Four. That’s right 
Celia, very good.” – Nun, pg. 12 
“Sister June, pardon me, but why would you want HER to answer you? she’s 
STRANGE.” – Girl #2, pg. 17 
     Given the simple math problem of “8 - 4” that the teacher uses to quiz the 
students, this class is for kids in first grade. Only a little time has passed since the 
kindergarten playground, just enough that the children are now progressing (or 
trying) into more cerebral subjects in a classroom setting. Enough time has passed 
for the other children and their regular teacher to grow accustomed to Celia’s 
mutism. Enough time has passed for the children to learn prejudices against 
characteristics that are considered “abnormal” and “strange.”  
“Well, the truth is I am bored. But if I tell you that you will surely be mad.” - Todd, 
pg. 12 
“Sister, a few of the guys took up a collection from out of lunch money and 
allowances and we want you to have this.” - Boy #4, pg. 16 
“It’s for your favorite charity, orphans or whatever. You inspire us to be better 
citizens.” - Boy #4, pg. 16 
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“My goodness, you had better return this today, do you understand? And say a 
penance!” - Sister June, pg. 16 
Given the language skills the children demonstrate, I believe that it is late in 
the spring semester. Since the students have spent almost a full year learning from 
the nuns, Todd’s problem solving method (thinking with his head down v. 
sleeping), and ideas such as “taking up a collection,” “charities for orphans,” and 
“penance” are all common knowledge. 
 
Scene 3: Not long after Scene 2 
“If Celia was going to continue at St. Joseph’s, she was going to have to be 
subjected to the two most dreaded words ever inflicted on children: 
PSYCHOLOGICAL EVALUATION.” – Todd, pg.18 
“I’ll tell you what, why don’t we play a game? I know you don’t like speaking, 
right? Well, why don’t we draw?” – Dr. Griffin, pg.18 
     Based on Todd’s line saying that Celia is continuing at St. Joseph’s and the way 
that Dr. Griffin addressed her new patient, Celia is not much older than she was in 
scene 2. 
 
Scene 4: Sophomore Year 
“After my third suspension in as many weeks, the ‘powers that be’ felt that it might 
help if I too got some counseling.” – Todd, pg. 18 
“My name is Todd Mitchell. I am sixteen years old, but don’t always act like it 
because I was born at a very young age.” – Todd, pg. 20 
    At this point, Todd is sixteen and a sophomore in high school. Sixteen and fifteen 
are the average ages of high school sophomore students. Additionally, a few scenes 
later Todd introduces us to his sophomore class room. Flashing forward eight years, 
this scene brings us to the present, the year when most of the story takes place. 
 
Scene 5: Outside of time 
     Inside Celia’s brain time is fluid, playing flashbacks from kindergarten to the 
present.  
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Scene 6: Sophomore Year 
“High school is one of the more awkward times in a person’s life, that rocky ledge 
between youth and adulthood.” – Todd, pg. 23 
     We previously established that Todd is in his sophomore year. Since scene 1 
established that Todd and Celia are in the same grade, it follows that we are still in 
sophomore year.  
 
Scene 7: Sophomore Year 
“This is Mr. Eldon’s 10th grade English class.” – Todd, pg. 25 
 
Scene 8: The next night 
“How about tomorrow night? ([Celia] smiles) Okay, tomorrow night then.” – Todd, 
pg. 28 
 
Scene 9: Later that night 
[Todd} follows [Celia] into the street. – Stage directions, pg. 30 
     This scene takes place mere moments after scene 8.  
 
Scene 10: A little while after scene 9 
“I had kinda gotten used to having her around.” Todd – pg. 33 
 
Scene 11: Monday through Friday, after scene 10 
“After that {scene 10}, Celia wasn’t in school for a while.” – Todd, pg. 33 
 
Scene 12: Friday, later that afternoon 
      The last time we saw Celia and Todd was on Friday afternoon (after school) 
when Todd came to see Celia. As most offices are not open over the weekend and 
this scene must occur before Monday’s audition, it follows that this session is on 
Friday afternoon. 
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Scene 13: The following Monday 
“There are auditions for Romeo and Juliet at school next Monday.” – Todd, pg. 34 
“Well, auditions are on Monday, so I hope you will come to school.” – Todd, pg. 35 
     It is audition day and Celia’s first day back at school since her parents told her 
they are splitting up. 
 
Scene 14: Later that night 
Celia, now out of her spell, realizes what just happened and backs away slowly, and 
then breaks into a full sprint out the door. – Stage directions, pg. 50  
Celia sits and stares up at the stars. Todd enters breathlessly and sits next to her. – 
Stage directions, pg. 51  
 
 
●   Economic Environment 
     This is never explicitly referenced in the script. However, I can extrapolate the 
approximate economic state by the lack of references of money as a significant 
hardship or exploited luxury. I venture that both families are members of the 
slightly upper middle class because both Todd and Celia attend a catholic school all 
the way through elementary school and both families send their children for regular 
visits with a therapist, also that fact that Celia lives in a house with at least two 
stories.  
“Every night for a week I went to my garage, got out my father’s ladder, and 
climbed up to her window.” – Todd, pg. 33 
 
●   Social Environment  
     From a young age Todd, Celia, and their peers where instructed in the exacting 
way of the catholic church, an entity that is highly ritualistic. Although the script 
does not present us with any instances where a character is prevented from an 
action because of their Catholic upbringing, it is a fair assertion to note that this 
kind of strict upbringing would affect the development of their identities. This 
identification may be expressed as one who knows all the rules and tries to follow 
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them (i.e. Celia), or one who consistently butts heads with the copious legalities 
(i.e. Todd). However, despite Celia’s conformity to the Catholic church’s ideal of 
reticence in children, every school experiences its own politics. In Hush Little Celia 
Don’t Say A Word, the school political environment demonstrates a tendency to 
marginalize persons who are perceived as different or “other.” Celia, who does not 
at all fit in, is frequently ostracized because of this, but Todd, who created a defense 
of humor that appeals to his peers, does not struggle as hard for social acceptance.   
“That’s right Celia, very good.” – Nun, pg. 12 
“But I wanna know too, if God got in a fight with a T-rex, who would win?” – 
Student #2, pg. 14 (following after Todd’s tangent) 
“Sister June, pardon me, but why would you want HER to answer you? she’s 
STRANGE.” – Girl #2, pg. 17 
“Anyway, some of the guys figured they would audition, just for a goof.” – Todd, 
pg. 34 
“What’s the name the kids used to call you?” - Dr. Griffin.  “Stupid Celia” – Celia, 
pg. 36 
Todd wanders over to some friends. – Stage directions, pg. 43 
 
 
●   Religious Environment:  institutions and dogma that have an impact on 
behavior  
     Since both Celia and Todd grow up attending a Catholic school, we can deduce 
that both families are religiously inclined even if they are not strictly religious. 
Within the Catholic branch of Christian identities, detailed dogmatic ideas of the 
dichotomy of good and bad are usually strongly enforced. Although it is not the 
overall rule, there exist many accounts of highly rigid enforcement of these 
strictures upon children where the disciplining authority fails to fully explain the 
logic at a level that accommodates the child’s level of comprehension. This 
unprocessed rigidity can cause turmoil for young children. Such individuals recount 
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being frequently called “bad” when their natural self-expression, such as 
hyperactivity or abundant chattiness, did not precisely conform to the constructed 
model of the obedient child (Hale). We observe a similar situation in scene two of 
the script when Todd is rebuked and punished by Sister Rose in class for asking 
‘stupid’ questions. Celia is verbally assaulted by her classmates for refusing to 
engage in conversation. One talks too much; the other talks too little; both suffer 
consequences for their nonconformity. While the depicted dramatic actions of nun 
and classmates are not necessarily formal expressions of either Protestantism or 
Catholicism, this scene is narrated through the eyes of a young child who has yet to 
understand the full concept of nuanced religion. Thus what the audience witnesses 
is a child’s impression of how religion influenced the teacher’s and peers’ points of 
view to elicit cutting verbal blows. These harsh repercussions in response to their 
natural development lead to shame and guilt that affect how Todd and Celia learn to 
interact with the world as they grow. Todd learns to use humor as a defense: if he 
can make someone laugh then they are less likely to punish him. Celia learns to 
avoid people so she does not get hurt. If people cannot see her, they cannot punish 
her. 
     Aside from their developed social coping mechanisms, we see from the 
reoccurring debate about God versus a T-rex that both Todd and Celia retained at 
least the basics of the biblical teachings they received in their early years. This 
knowledge sheds an interesting light on the poem Celia presents at the coffeehouse 
on page 29 of the script (Wallace). Her lyrics speak of birds that go on without her 
and the perception that she is “as singular as the smallest blade of grass who cries 
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out to be recognized among billions like her.” Molded by her history of abuse and 
resulting anxiety, Celia’s lines give form to her feelings of inadequacy and 
depression. Bearing in mind Celia’s upbringing in a catholic school, her mentions 
of birds, worthiness, and singularity among billions calls to mind a passage often 
quoted in church, Matthew 10:29-31. “Are not two sparrows sold for a penny? And 
not one of them will fall to the ground apart from your Father. But even the hairs of 
your head are all numbered. Fear not, therefore; you are of more value than many 
sparrows,” (ESV). 
     In this passage Jesus speaks to his disciples as He commissions them go out into 
the world. Amid His instructions, encouragement, and warnings against danger, 
Jesus offers them this comfort that no matter where they go or what befalls them, 
He will never forget or forsake them. Given the rigorous scriptural study that 
traditionally accompanies an upbringing in a catholic school (“Why Catholic 
Education Matters”), it is conceivable that Celia is not only aware of this passage, 
but is, in fact, alluding to it. Celia would be familiar with the Old Testament book 
of Psalms, a collection of poems and songs written to God where the authors both 
exalt Him and beg Him for answers through exquisite imagery and references to 
events recorded elsewhere in the scripture. It is possible that Celia’s poem is an 
aesthetically structured, journal-like prayer, like a psalm.  
     In an effort to ward off pain, Celia has become so accomplished at avoidance 
that her haven has transformed into a lonely prison of anxiety. She feels lost 
forgotten and alone. I believe this poem is her way of crying out to the God she was 
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raised to believe in to notice her and send her a sign that He sees her and He cares. 
God’s response? He sent her Todd. 
     This concept of Celia’s religious foundation proved influential in the devising 
process and is referenced in the discussion of the play’s antagonist in section C of 
the Dramatic Structure Analysis and again in my artistic retrospective when 
discussing Celia’s personal demons. 
 
B.   Previous Action 
●   Celia grows up in an abusive home. 
●   Todd’s mom leaves his dad, taking Todd’s sister with her. 
●   Celia turns to art and poetry for self-expression. 
 
 
C.   Polar Attitudes:  beginning and ending attitudes of major characters 
●   Celia  
o   Beginning Attitude – Celia is timid and easily frightened like a rabbit 
caught in a corner, believing that she must make herself small 
because she is inadequate and unworthy. 
o   Ending Attitude – Celia musters the courage to believe that she is 
worth taking a risk. She is more assertive and learns to open up.  
 
●   Todd  
     Todd the narrator and Todd in the chronological timeline are the same 
character. The narrator version simply looks back on everything from a 
future perspective. Thus, when the mob returns at the end of scene 
thirteen and Todd shouts “BANG!” the chronological Todd finally 
catches up to the narrator. From that point the narration vanishes for 
Todd no longer has a future perspective from which to speak. Therefore, 
for the purpose of this analysis, Todd’s ‘beginning attitude’ is that of the 
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young Todd who is situated at the same point in the timeline as young 
Celia. The ‘ending attitude’ is draw from synthesized observation of both 
the narrator and the chronological forms of Todd. 
o   Beginning Attitude – Todd is highly skeptical of the world. He 
believes that he must create a façade to appease people.  
o   Ending Attitude – Todd realizes that, by those who matter, his 




II.   Dialogue 
Done only for characters who show development by appearing in multiple 
scenes. 
 
A.   Identify patterns and repetitions in the use of words, phrases, and 
images; look for symbolism (e.g. w/color, nature, astrological, etc.).  
 
Celia – Outside of her poem and the lines from the Romeo and Juliet audition, 
Celia has a total of 82 lines. 27% of those lines are single word responses. Even in 
her longer sentences the majority of her selected vocabulary is single-syllable 
words. Her most used words and phrases are “no,” “stop,” and “I don’t know.” The 
copious use of these communicates to the audience that Celia actively avoids 
speech as much as possible. Additionally, 50% of the times that Celia says “I don’t 
know,” before that phrase of surrender, she tries unsuccessfully to express an idea 
or emotion. This clues the audience into the possibility that Celia spending so much 
of her time in silence results in her being ill equipped to fully express herself 
verbally. As Celia demonstrates with her poem, she is far more comfortable with 
imagery than explicitly detailed emotional verbiage. Celia’s strength with the 
written word also tells us that, given time to process, Celia is quite eloquent. Her 
struggle lies in quickly composing dialogue in conversational contexts. 
“No.” pg. 17 
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“No.” pg. 17 
“Stop! Stop! Why can’t you all just leave me alone?” pg. 18 
No. pg. 18 (written on a piece of paper) 
“Stop!” (added with moment on pg. 22) 
“I don’t know.” pg. 24 
“Same.” pg. 24 
“Please.” pg. 25 
“Okay.” Pg. 28 
“I am as singular as the smallest blade of grass who cries out to be recognized 
among millions like her.” pg. 30 
“Sometimes I feel, I don’t know how I feel…” pg. 30 
“Nothing. I don’t know.” pg. 40 
“I don’t even know what I am here for. I don’t know if I can do it.” pg. 43 
“No, I can’t.” pg. 46 
“No.” pg. 52 
 
Todd – Fondness for imagery as a narrator indicate that Todd’s efforts to speak 
Celia’s poetic language paid off. He uses a great deal of metaphor and simile when 
speaking to the audience and Celia. His use of symbolism with the gun  on the 
mantle and the caged songbird give us insight into how he views Celia. 
“Celia was like that gun over the mantle, only stuck in act one.” pg. 9 
“It’s like having the remote control of life.” pg. 9 
“The main office is a chamber of horrors, a torturously dull place where you are 
made to sit silently  for hours. It’s probably what less civilized societies use as 
punishment for vile criminals.” pg. 15 
“Still waiting for that gunshot?” pg. 23 
“High school is … that rocky ledge between youth and adulthood.” pg. 23 
“People like Mr. Eldon try mightily, like Don Quixote tilting at windmills.” pg. 25 
“What’s wrong that you suddenly ‘clam up’ all the time?” pg. 30 
“The stars look angry tonight.” pg. 31 
“Do you think it wishes it could fly away with the rest of the birds?” pg. 35 
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“I see the glass as half empty also, but I am positive somebody spit in it.” pg. 37  
“And now the scary ensemble robots die!” pg. 42 
“There you go running away again. Hiding in your little shell.” pg. 47 
 
Mom – Like Celia, the mother has very little to say. When she does speak, she 
works to distance herself from the situation. Either she does not want to talk, she 
cannot find the right words, or she is trying to stop the conversation. While most of 
the characters try to coax or coerce Celia into speaking, we see Celia’s mother 
guide her to silence both through example and direction.  
“Hush, little Celia, don’t say a word.” pg. 9 (opening moment) 
“Hush, little Celia, don’t say a word.” pg. 22 
“Shhhhh!” pg. 23 
“Now what do we tell her?” pg. 31 
“I don’t want to talk about this anymore.” pg. 31 
“I guess there’s no easy way to say this, but, you know we love you…” pg.32 
“of course this has nothing to do with you.” pg. 32 
“Frank, stop!” pg. 33 
 
Dad – The father’s language is incredibly self-centered. While he says everything is 
about Celia, whenever we hear him open his mouth it is in defense of his own 
interests and welfare. In the father’s eyes he is blameless and everything that is 
going wrong is Celia’s fault. This habit sounds a lot like the immature escapism 
Todd describes on page 23. 
“Nothing I ever do seems good enough!” pg. 22 
“Well, it’s not my fault! She will get over it! She has to get over it!” pg. 23 
“TALK! TALK!” pg. 23 
“Let’s think about what SHE has done to us!” pg. 31 
“It’s always about HER, isn’t it? Never about ME or you.” pg. 31 
“Don’t speak for me.” pg. 32 
“Maybe it IS partially your fault.” pg. 32 
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“We have tiptoed around her our entire lives, busted our ass to be good parents to 
her, and now she needs to know what she has done to US!” pg. 33 
“No, she’s a big girl now, and it’s time for her to grow up!” pg. 33 
“We are NOT at fault for your problems either, and one of these days you will stop 
blaming us!” pg. 33 
 
Dr. Griffin – As is natural with a trained psychologist, Dr. Griffin’s language is 
dominated by probing questions and analytical observations. While she is the only 
person aside from Todd who seems to honestly cares about Celia’s thoughts and 
opinions, she is still more invested in getting Celia to communicate “normally” than 
she is interested in learning to speak Celia’s language. Although Dr. Griffin is 
clearly fond of Celia, she still sees her patient as a diagnosis that needs to be fixed. 
“Why don’t we play a game? I know you don’t like speaking, right? Well, why 
don’t we draw? ” pg. 18 
“They call it Selective Mutism…” pg. 22 
“It’s an anxiety disorder, and it can be treated…” pg. 22 
“Anxiety -” pg. 23 
“What are you afraid of?” pg. 24 
“How are things at home?” pg. 24 
“Celia, if you won’t let me help you, these sessions are a waste of time.” pg. 24 
“You have to meet me halfway. I can’t help you if you won’t let me.” pg. 24 
“Celia, is there something you are trying to say?” pg. 25 
“How is the medication working?” pg. 36 
“Are you scared?” pg. 36 
“Do you think you are stupid?” pg. 37 
“How do you feel about it?” pg. 38 
“Is that what you think? That your opinions don’t matter?” pg. 38 
“Why should this one be different?” pg. 38 
“The key is how you deal with it.” pg. 40 
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Dr. Conners – Like, Dr. Griffin, Dr. Conners language is probing and analytical. 
However he takes a much more casual approach to Todd. In the first verbal 
exchange that the doctor shares with Todd the psychologist is screwing with him to 
both gauge Todd’s reactions and to build a connection. Dr. Conners uses dry humor 
to relate with Todd who uses corny humor as a defense mechanism.  
“Is that what you think? that I’m pretending?” pg. 19 
“So you think this is a trick?” pg. 19 
“That is a trick, you  think, then?” pg. 19 
“I did it again?” pg. 19 
“I see.” pg. 19 
“[The couch] was too comfortable to waste on patients. You will have to settle for a 
chair.” pg. 20 
“And I take it you use humor to avoid unpleasant situations.” pg. 20 
“Oh, I see. It’s funny because the Amish don’t drive cars, and don’t own guns 
either?” pg. 20 
“So you take personal responsibility for your life, in other words?” pg. 21 
“Okay, you dress funny, too.” pg. 22  
“X-ray glasses.” 
“I remember one product I thought was the best invention ever. The x-ray glasses.” 
pg. 37 
“When I got them I realized that they were nothing more than cheap cardboard 
frames with plastic lenses that had hand bones painted on them. I was 
disappointed.” pg. 38 
“Thirty years later there are still no easy ways to see inside of a person’s soul.” pg. 
38 
“A few. But, I am not sure yet what they may be about.” pg. 41 
 
 
B.   Note peculiar characteristics, e.g. dialect, and identify how language is 
used differently for each major character.  
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Celia – When she speaks it is always short and direct. Celia uses verbal language 
only as a responses, never to initiate an interaction.  
 
Todd – As he says on page 19, Todd gets pretty “antsy.” In fact, Todd has the 
majority of the play’s lines. He uses humor to diffuse tense situations, but he also 
uses language to fill space and build connection. When Todd speaks to Celia, it is 
an effort to connect. While he is excited when Celia responds, he never forces her 
to speak. Todd is happy to both enjoy and fill the silence.  
 
Mom – Celia’s mother uses her language to distance herself from painful situations 
through roundabout language and attempts to silence Frank and Celia.  
 
Dad – Celia’s father uses language to attack. Every time we hear him speak he is 
defending his personal interests by going on the offensive by accusing his wife and 
daughter of causing his troubles. He refuses to accept responsibility for the 
consequences of his actions and instead casts the blame on Celia while at the same 
time commanding her not to blame him for her pain and problems.  
 
Dr. Griffin – She uses language to analyze and fix. As far as the audience can see, 
the only effort Dr. Griffin makes to help Celia communicate non-verbally is the 
rejected attempt at coloring.  Otherwise, Dr. Griffin uses her language and 
questions to coax Celia into speaking.  
 
Dr. Conners – He uses language to observe and connect. Dr. Conners is 
significantly more casual with his speech and demeanor than Dr. Griffin. In his first 
session he invites Todd to call him Matt. On page 40 we see that Todd accepted the 
familiar invitation while Celia still addresses her psychologist as “Dr. Griffin.” 
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C.   Note the structure of the lines / speeches.  Does the author use interior 
monologue, stream of consciousness, short or long sentences, inverted 
word order?  Why or to what effect?  
 
Celia – When she speaks, Celia’s sentences are very short and straight to the point. 
Even her poem is cut into small stanzas.  
 
Todd – When Todd gets nervous or excited his words spill out in a stream of 
conscious. As the narrator he speaks in long sentences and paragraphs. As a 
character in the world of the play he rambles, often saying the first thing that comes 
to his mind. When he is upset his sentences are significantly shorter. 
 
Mom – Her few sentences are comparatively brief. Her words are carefully chosen 
and meant to placate. 
 
Dad – Although his speeches are not particularly long, his words are unfiltered and 
raw. His stream of consciousness burst out in quick angry blasts.  
 
Griffin – She is highly educated and uses her language eloquently. While Dr. 
Griffin’s questions are short and direct, her statements flow with a rhythm that sets 
her apart from the other characters. 
 
Dr. Conners – While he is clearly educated, his clever language is relaxed and 
familiar. This gives him a sentence structure rhythm more casual than Dr. Griffin’s. 
 
 
III.   Dramatic Structure 
A.   Opening Stasis 
The opening mood of the play is tense, ominous, and agitated.  
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In darkness we hear a single voice singing “Hush Little Baby”; as lights 
fade up we hear a chorus of various voices, rising slowly and becoming 
harsher, eventually drowning out the song  –  Stage Directions, pg. 9  
 
B.   Inciting Incident/Action 
     When Dr. Griffin tells Celia that they will have to stop seeing each other 
if Celia does not meet her half way. Celia realizes that if she continues 
passively hiding behind her walls she risks losing the only positive parts of 
her life: Dr. Griffin and Todd. 
 
C.   Moment of Engagement 
     Celia accepts Todd’s invitation to the coffee house. The first time Celia 
speaks to Todd is her first active strike against her walls. 
 
D.   Crisis (Reversal/Peripeteia) 
     “Good, whatever. Go home, hide from the world, Celia, but I am gonna 
do it, and MY life will go on. The question is, when will YOURS?” – Todd 
to Celia when she allows fear to control her and drive her away from the 
audition. 
 
E.   Climax 
     When Todd shouts “BANG!” after Celia successfully conquers  her fear 
by first speaking up to ask for a second chance and then artfully completing 
the Romeo and Juliet audition. 
 
F.   Closing Stasis (resolution/denouement) 
     The closing stasis is hopeful, light hearted, and fresh. We close with the 
sweet image of best friends sitting under the stars in the glow of their recent 
personal victories. 
 
G.  Does the text even follow the above patterns? 
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     Even though Todd steps in and out of the chronological timeline as a 
narrator until the last scene, the journey of our protagonist, Celia, follows 
Freytag’s pyramid model for story structure.  
 
IV.   Characters  
A.   Are the characters conventional, unconventional, fantastic, or 
allegorical?  Why?  
     These characters are both realistic and representational. Todd is relatable 
to millions of boys (and girls) who are ridiculed for being hyperactive or 
impulsive. Both his cheesy humor and his struggle to directly deal with the 
emotional results of his parents’ separation make him a naturally engaging 
character. 
     Celia is deeply relatable to everyone who has ever experienced fear, 
anxiety, abuse, or self-hatred. Though Celia is quiet, she is deeply 
sentimental and gifted in areas that not everyone understands or appreciates. 
Her deep mind and painful introversion make her a sympathetic character. 
     Through the arc of the play, Todd and Celia represent the two choices 
that stand before survivors in the wake of tragedy and hardship. The 
individual can either allow circumstances and fear to define their identity 
and control their actions, or the individual can choose to move forward and 
redefine themselves through courage and determination. Todd represents the 
choice to move on and grow. Celia represents both the individual 
experiencing trauma and the choice to surrender identity to circumstances. 
The climax of the play illustrates the possibility for even the most fearful 
and damaged person to change their own life by choosing to fight for 
courage instead of surrendering to fear. 
 
B.   Is there a hero/heroine or fool?  If so, who?  What makes him/her one? 
     Todd functions as both the hero and the fool. His dedicated mission to 
connect with Celia makes him an everyman hero. Although he has no 
prodigious talents, when faced with someone desperately in need Todd goes 
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out of his way to help. Instead of demanding that Celia change to fit his 
comfort zone, like everyone else in Celia’s life, Todd actively works to 
accommodate her. We see this when he goes through the effort of lugging a 
ladder to her house so that he can visit her every day when she is out of 
school. Before that, we see Todd’s everyman heroism at work on page 25 
when he says, “If I was ever going to get through to her, I was going to have 
to speak her language.” 
     Todd’s silly antics and use of verbal and physical humor to comment on 
situations give him the exterior appearance of a fool. However, Todd is not 
the traditional fool, but a wise fool. Driven by his skepticism, Todd wears 
this foolishness as a protective mask. For example, when Todd is reading for 
his first Romeo & Juliet audition, wracked with nerves and upset by his 
argument with Celia, he makes ridiculous jokes on the audition stage. In his 
first counseling session, Dr. Conners challenges Todd’s charade and is 
rewarded with a brief peek underneath the mask. 
 
C.  Who is the protagonist and antagonist? Why? 
     Because her character arc drives the story, Celia is our protagonist. Even 
though her lines are few, without Celia Thompson there is no story to tell. 
Although we only get glimpses of Celia’s background, with each scene, we 
witness our protagonist take a step closer to overcoming her learned 
defenses. 
     In Hush Little Celia, the antagonist is a version of the modern ‘person 
versus self’ conflict. Celia in constant battle with her personal baggage and 
inner demons. Utilizing Celia’s religious education, we can view the 
antagonist through the lens of Ephesians 6:12, “We do not wrestle against 
flesh and blood, but against the rulers, against the authorities, against the 
cosmic powers over this present darkness, against the spiritual forces of evil 
in the heavenly places,” (ESV). Celia’s fight is not against another tangible 
character, but against the psychological and spiritual bonds that restrain her. 
Celia is silent as a result of the anxieties and insecurities that clamp around 
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her tongue. This learned fear that she inherited from her mother and father 
has held her back from fully embracing life since before she began attending 
school. When we join the duo in tenth grade, we witness Celia finally 
making strides to confront the psychological bonds that antagonize her. 
 
D.  Whose play is it? Why? 
     This is the story of Celia Thompson’s journey to self-love and 
ownership. This is Celia’s play because the action of the play is driven by 
her struggles and her story. The narrative opens with Celia in her early days,  
exhibiting how early she was shaped by her bred reticence. The story closes 
only after Celia achieves a break through.  
 
E.   Identify the following for each character  
     As there is a plethora of named and unnamed minor characters, I count as 
significant characters only those who appear in more than one scene. 
 
Celia 
a.   Desire: Celia wants peace. She hates confrontation, anger, and judgement 
from those around her and from herself. She seeks peace in silence and 
solitude, believing that if she does not interact with anyone, then maybe no 
one will be able to hurt her. 
b.   Will: Celia’s will is magnificent. When she believes quiet and solitude are 
the answer, even when she is little, she holds her tongue relentlessly until 
someone invades her space. As Celia grows up, Dr. Griffin helps her realize 
that the quiet Celia holds so dearly cannot bring her peace if there is a war 
waging inside. So, Celia changes her tactic and works to break down the 
walls she spent so much time carefully constructing so that she can let 
someone in to help her fight.  
c.   Moral Stance: She has a very strong respect for personal boundaries. The 
only times we hear her raise her voice is when other characters invade her 
space or touch her. The exception to this rule is when her father grabs her 
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face. We blocked the scene with the understanding that Celia does not fight 
this infraction both because of her Catholic upbringing that taught her to 
respect her parents and because she knows from past experience that any 
altercation with her father will end only in pain.  
d.   Decorum: Celia is very quiet with small, reserved body language. She 
keeps her head down to avoid making eye contact.  
 
Todd 
a.   Desire: Todd seeks connection. Because he lost his Mother and sister he is 
skeptical of forging bounds for fear of losing them. In Celia Todd 
recognizes someone who is as broken as himself. He found someone he 
believes may understand him and sets his mind to make Celia his friend. 
b.   Will: Once he has made up his mind, Todd’s will is unbreakable. He 
decided that he would be Celia’s friend and goes as far as dedicating 
himself to learn an art he does not understand and lugging his father’s 
ladder to Celia’s window every day for a week. We he realizes that the 
school play is the perfect way for Celia to shine because of her poetic gift, 
he refuses to let the idea go. He disrupts the entire audition just to pursue 
Celia. 
c.   Moral stance: Todd is a fierce believer that no one is a helpless victim 
doomed by their circumstances. In his first session with Dr. Conners Todd 
asserts “I am my OWN creation. I am not the victim of a bad family life.” 
He believes that his fate is in his own hands. He wants Celia to see that she 
does not have to be trapped in a cycle of pain and silence.  
d.   Decorum: Todd is rambunctious and energetic. His voice and body 




a.   Desire: Celia’s mother wants safety. Clearly this is not something readily 
available in the Thompson household. She believes she can find safety by 
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avoiding conflict. When she and Frank decide to get divorced she works to 
avoid telling Celia. When they break the news to Celia, mom is quick to tell 
her daughter that the divorce has nothing to do with her. She hopes that by 
distancing Celia from the situation she can soften the pain. 
b.   Will: Unlike her daughter, Celia’s mother is weak willed. She gives up 
easily whenever she faces conflict. When the conversation about how to tell 
Celia about the divorce becomes heated she backs down saying that she 
does not want to talk about it. When Frank explodes with anger at Celia, 
instead of defending her daughter Mom asks him to stop, but instead of 
pressing the matter when Frank does not listen, she watches in silence as her 
husband verbally rips into her daughter. 
c.   Moral stance: She believes that conflict is negative and dangerous and 
should be avoided. Because of this she teaches her daughter not to fight and 
instead be small and quiet so conflict is prevented before it can occur 




a.   Desire: To satisfy his need for validation and admiration. I believe he 
developed detrimental narcissistic habits as a result of neglect in his earlier 
life. His wife’s distance and daughter’s refusal to speak to him aggravate his 
feelings of rejection and inadequacy, thus increasing his need for control 
and attention. 
b.   Will: His will in unstoppable. He will mow down anyone who gets in his 
way. He will strike down his wife, traumatize his child, and cripple himself 
if it will bring him closer to the illusion of what he wants. 
c.   Moral stance: He  firmly believes that the family is supposed to be a source 
of affection, validation, and support, and that there should be consequences 
if members of his family do not supply the appreciation and affirmation that 
he deserves. He believes that if something is good for him, then it must be 
right.  
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d.   Decorum: He is loud and largely expressive, filling the vacuum left by the 
small presence of his wife and daughter.  
 
Dr. Griffin 
a.   Desire: Dr. Griffin seeks to fix what is broken. She wants to find what is 
broken in Celia and help her mend it so that Celia can be whole. 
b.   Will: Her will is steady. She is not ferocious, but she is undaunted. She has 
been Celia’s psychologist since Celia was six years old and the first time Dr. 
Griffin hears her patient laugh the child is fifteen. Even when the 
momentum is slow, as long as there is progress, Dr. Griffin’s determination 
is indomitable. 
c.   Moral stance: Dr. Griffin believes that no one is beyond help. She believes 
that those who are broken should work to find healing. 
d.   Decorum: She is clean, level headed, collected, and well spoken. Her 
tenderness is calculated, but not clinical.  
 
Dr. Conners 
a.   Desire: To make Todd understand the valuable individual this crazy 
teenager is under the mask of bullshit.  
b.   Will: He is stubborn, a necessity when dealing with Todd. The extent of his 
long-suffering is never fully tested by time. However, since Dr. Conners 
only interrupts Todd one time in all of their interactions, we can deduce that 
Dr. Conners possesses a strong will to learn about Todd. Because he listens 
attentively to Todd’s often ridiculous rambling, it is evident that Dr. 
Conners is both extremely patient and genuinely cares about his quirky 
client. 
c.   Moral stance: Dr. Conners believes that honesty and authenticity are 
foundational to healthy development and communication. 
d.   Decorum: He is casual, laid back and open.  
 
V.   Idea 
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A.   Explain the meaning/relevance of the title 
The title Hush Little Celia, Don’t Say a Word is a play on the lullaby 
“Hush Little Baby, Don’t Say a Word,” the lullaby that Celia’s mother sings 
to her and an allusion to the central obstacle of the play which is Celia’s 
selective mutism. The audience hears Mom sing this melody twice. The first 
is at the beginning, amid the chaos of taunting, pleading, demanding voices. 
The second time is in scene five when Celia is surrounded by the storm of 
demons each telling Celia what is wrong with her. In addition to Celia’s 
mother singing the song at length, there are three instances in the script 
when the ensemble sings clips of the tune to Celia following moments of 
crisis: after her parents’ fight during Celia’s kindergarten days, after Dr. 
Griffin gives Celia the ultimatum, “If you do not talk to me, you will lose 
me,” and after her conversation with Todd where he thoughtlessly grabs her 
arm and causes her an anxiety attack. From these instances we can presume 
that Celia’s mother sings this lullaby to her daughter in moments of trouble. 
While lullabies are designed to comfort, in these contexts, this specifically 
serves the dual purpose of teaching Celia survival by silence. Hush. When 
your parents fight, stay still, do not draw attention to yourself. Hush. When 
you are not seen you cannot get hurt. Hush. If you ignore the problem it will 
fade away. Hush. Don’t say a word. Celia takes her mother’s teaching to 
heart. As a result, Celia’s silence develops into selective mutism. 
 
B.   Philosophical statements in the play: 
Each of these statements give us insight into how each character views the 
world of this play and, more specifically, how they view Celia. As 
demonstrated by the statements below, each character views Celia as a 
problem and each character believe a different solution is in order. To 
Celia’s mother she is a problem that needs to be silenced. To Celia’s father 
she is a problem that must suck it up and get over it. To Sister June she is a 
problem that Celia will grow out of. To Dr. Griffin she is a problem that 
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needs to be treated. Then there is Todd, who sees Celia not as a problem, but 
as a person; a person he wants to know. 
●   “Since I am telling this story, I have the power to tell it anyway I please.” – 
Todd, pg. 9 
●   “Celia was like that gun over the mantle, only stuck in act one.” – Todd, pg. 
9 
●   “You should always tell the truth.” – Sister Rose, pg. 12 
●   “God wouldn’t get into a fight with a T-Rex.” – Sister Rose, [g. 13 
●   “She’s strange.” – Girl #2, pg. 17 
●   “I am my own creation.” – Todd, pg. 21 
●   “Nothing I do ever seems good enough.” – Father, pg. 22 
●   “She’s strange!” – ensemble, pg. 22 
●   “She’ll come out of her shell…” – Sister June, pg. 22 
●   “It’s an anxiety disorder, and it can be treated…” – Dr. Griffin, pg. 22 
●   “It’s not my fault! She will get over it! She has to get over it!” – Father, pg. 
23 
●   “Shy” – Sister June, pg. 23 
●   “Anxiety” – Dr. Griffin, pg. 23 
●   “Stupid” – ensemble, pg. 23 
●   “Hush” – Mother, pg. 24 
●   “We think we know everything, and every day we are stunned to learn just 
how little we actually know.” Todd, pg. 23 
●   “Instead of being humbled by the experience we blame our failures on 
someone or something else.” – Todd, pg. 23-24 
●   “Sometimes [I’m afraid of] everything.” – Celia, pg. 24 
●   “If I was ever going to get through to her, I was going to have to speak her 
language.” – Todd, pg. 25 
●   “To storms and tidal surges I must seem wholly unworthy of the trouble to 
see.” 
●   “I am as singular as the smallest blade of grass who cries out to be 
recognized among billions like her.” – Celia, pg. 30 
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●   “You are a good person a good student, and a pretty good poet.” – Todd, pg. 
30 
●   “Let’s think about what SHE has done to us. It’s always about HER. Never 
about ME or you. That’s the way it’s always been.” – Father, pg. 31 
●   “I don’t want to talk about it.” – Mother, pg. 31 
●   “People talk, but fail to comprehend one another; [there is] no greater 
illusion than thinking that language is a means of communication between 
two people. One keeps talking, and he understands even less.” – Dr. Griffin, 
pg. 32 
●   “This has nothing to do with you.” – Mother, pg. 32 
●   “It IS partially your fault.” – Father, pg. 32 
●   “We are NOT at fault for your problems!” – Father, pg. 33 
●   “I decided to take matters into my own hands.” – Todd, pg. 33 
●   “Got you to laugh, anyway.” – Todd, pg. 34 
●   “I am not shy!” – Celia, pg. 35 
●   “One of the things that amazes me about life is the number of different 
ways different people see the same things.” – Todd, pg. 37 
●   “Celia sees the glass as half empty. I also see the glass as half empty also, 
but I am positive someone spit in it.” – Todd, pg. 37 
●   “There’s no easy way to see inside a person’s soul” – Dr. Conners, pg. 38  
●   “What difference does it make how I feel?” – Celia, pg. 38 
●   “The key is how you deal with it.” – Dr. Griffin, pg. 40 
●   “You may be the only one here who understands.” – Todd, pg. 43 
●   “MY life will go on.” – Todd, pg. 47 
●   “I am her friend.” – Todd, pg. 48 
 
C.  MDQ:  Major Dramatic Question the play seeks to address 
      Will Celia find the courage to fight her fears and choose life free from 
the baggage of her past? 
 
 






I.   Identify what is unique about this play, answering the following questions: 
A.   Is the play presentational or representational in its relationship to the 
audience?  Why and to what effect? 
     Hush Little Celia, Don’t Say a Word is presentational. Todd, our charismatic narrator, 
gives the play presentational flair, having full one-sided conversations with the audience 
that make up a large percentage of the script. He interacts with and responds to them. 
Whenever Todd ‘clicks’ his universal remote, he is acknowledging the actor-audience 
relationship by manipulating the action on stage to direct focus. Every other character lives 
deeply in the world of the play, and, for them, the audience does not exist. These characters 
are representational, giving us honest glimpses into their lives. 
 
B.   Are the unities of time, place, and action observed?  What impression does this 
create? 
     The play is presented in quasi-realism that does not conform to the neoclassical unities 
of verisimilitude. Instead, the time frame of the play is stretched over about ten years with 
the narrator stepping casually in and out of the chronological timeline, and the action takes 
place in twelve separate locations, several of which are metaphysical. This gives the play 
an energetic flow that draws the audience out of the tangible realm and into the emotional. 
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C.   What is the play’s genre? What makes the play this type of action? 
     Like Shakespeare's All’s Well that Ends Well, and Measure for Measure, Joseph 
Wallace’s Hush Little Celia falls roughly into the genre of problem play. The plentiful 
comedic color provided by the narrator and exaggerated supporting characters and the 
happy ending of a united couple provide the structure of a classic comedy. However, the 
weighty address of abuse, neglect, and anxiety disorders foils the comedic ideal by forcing 
the audience to mentally engage and question. Instead of an assured “happily ever after” 
the play closes on the uncertain possibilities of what could happen. The play leaves the 
audiences with a problem that they must solve on their own. 
 
D.   What is the play’s style? 
     This play is post-impressionist quasi-realism. Post-Impressionism is an artistic and 
literary style that focuses on the expressive, expedient creation of a subject using basic 
familiar shapes, colors, ideas, and emotion. Broad, affected strokes creature a clear 
impression of the subject based on the perspective of the artist without keen attention to 
detail. The vast majority of the ensemble characters in Hush Little Celia are almost 
caricaturesque in the archetypes they portray. While the internal lives of Celia and Todd 
are painted with complexity, which makes them relatable characters, we are never given 
nitty gritty details about their past or present circumstances. The quasi-realism is created 
through the ethereal scenes that take place in Celia’s head, Todd’s awareness of the 
audience, and the exaggerated nature of the supporting characters. The way the dialogue is 
written gives it the appearance of realism, but the play’s structure and the compositional 
impressionist artistry create a realm just outside of realism, thus quasi-realism.  
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E.   What relationship will there be between the conventions of the historical 
period from which the play comes and this particular production?  
     Hush Little Celia was published in 2000 and is thus technically a part of the literary 
period titled “Post-Modern.” However, the style in which Wallace writes conforms much 
more to the ideas of Post-Impressionism. Our production capitalizes the Post-
Impressionistic design of expressing interior realities by utilizing Moment Work to forge 
greater insights to Celia’s internal life. 
 
F.   Describe your sensory response to the play.  
     I see:  A dark room lit by a single flashlight, too many shades of dull blue, toppled sand 
castles, fingers nervously pulling at hair, balled up duct tape, empty bird cages, expressive 
dancing, chapped lips, twenty-five cent rubber bouncy balls, brightly colored plastic 
slinkies, sticky hands, broken fingernails, an empty picnic table, multi-colored bruises, a 
game of red rover, burning flowers, a child curled up in the corner of her bedroom 
     I hear: the squeak of a window opening that’s not allowed to be open, my pulse 
thumping in my ears, a whisper echoing in a large empty room, the groaning settle of an 
empty house, the buzzing chatter of a crowded restaurant, the awkward silence when no 
one laughs at a joke, teeth grinding, knuckles cracking, the nervous tick of someone 
clicking a pen,  the scratch of fingernails kneading coarse fabric, mourning doves’ coos 
     I smell: burned popcorn, chamomile, old books, my old favorite blanket, dryer sheets, 
ginger ale, warm soil after a summer rainstorm, stale coffee, the sweat of too many tennis 
shoes in one room 
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     I taste: morning breath, stale chips, lukewarm coffee, spearmint, Tylenol, blood from 
over-chewed fingernails, caffeinated chocolate, funnel cake,  fried Oreos 
     I feel: a cold and dry throat, shaking hands, restless legs, disorienting Deja vu, cold 
fingers, the anger that bubbles in my gut when someone yells at me for no good reason, the 
emptiness of being far from home, the frustration when someone repeats themselves five 
times and they still did not articulate enough for me to understand them, the nausea of 
people making plans right in front of me and inviting others without inviting me, the caress 
of worn sheets 
 
G.   Using adjectives, characterize the overall tempo/rhythm and mood of the play. 
     Familiar, vulnerable, animated, undulating, slow crescendos and accelerandos that peak 
and immediately cut off. 
 
H.   Is this a mood, theme, character, scenic, or language dominated play? Why? 
     Hush Little Celia is a mood dominated play. Because the show is designed so 
minimalistic and impressionistically, the artistic emphasis is placed on how the shifting 
tones of the play impact the audience emotionally. The action is driven by how each new 
situation makes our leads feel and how the audience connects to them as a result.  
Frequently, tone changes occur because the narrator has switched from one central 
character to the other. The scenes presented through Todd’s light hearted perspective are 
bright, comical, and fueled with verbal energy. The serious, reticent, emotionally charged 
scenes are shown through Celia’s potent perspective. 
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I.   What image or metaphor best expresses your experience with and/or 
production approach to the play? 
     This play is a child gaining momentum on a playground swing. The first step is to get 
your feet off the ground, thus our opening moment in the metaphysical realm. From there 
you gain momentum, swinging back and forth from high to low. As you gain speed the 
highs, the bright comical moments, grow higher and more ridiculous. At the same time, the 
drops become steeper. The dark moments grow deeper and more painful. Finally, when the 
swing cannot climb any higher you leap from the swing and fly through the air in one 
surreal, weightless moment. Then you crash land on the soft grass. The bruises from the 
fall are barely noticeable past the exhilaration from the flight. 
 
J.   What is the play’s main idea/“general beauty”?  What is it about the play that 
awakens your enthusiasm and warrants attention from an audience? 
     The beauty of this play is how it draws attention to nonverbal communication. In the 
places where Celia plays narrator, she tells us everything we need to know and more 










Moment Work and How We Used it 
 
This chapter is dedicated to the foundational explanation of the Moment Work and 
how the Hush Little Celia (from here on abbreviated to HLC) company and I utilized it for 
our exploratory purpose. What follows is an exceptionally rudimentary edification in 
Moment work, as going in-depth would require many, many more pages than I have. 
Furthermore, the process has already been detailed at length by sources available in the 
bibliography (see Kaufman, Weintraub, and Brown). The purpose of this chapter is to serve 
as documentation of the material that the HLC company created specially for our project 
using Moment Work. 
Let us begin. 
 
What is a moment? 
Before I give you a direct answer, I want you to think about the most impactful, 
breathtaking, moment of theatre that you have ever witnessed. This can be at any level 
from backyard theatre to Broadway. Describe that moment. What did you see? What did 
you hear? What did you feel? What where the features of that instant, of that specific 
picture in time that made it stand out to you? Be as specific as possible. 
I witnessed mine when I went to see Once on this Island on Broadway in March of 
2018. It was set in an area style theatre with set pieces that stretched out into the audience. 
The largest was a twenty foot long tree-like pole that laid diagonally into the audience, 
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reaching the fourth row at its tip. In the beginning, ambling ensemble members made a 
back ground effort to lift the tree to get it out of the way, but it quickly became clear that 
the tree was far too heavy to lift for even four of their strongest men working together. At 
the very end of the musical, as the melody of the finale swelled to its climax, the tree rose 
up as if by magic, towering over the audience. Ti Moune climbed up the tree so she was 
floating over the crowd. From where I was situated in the audience, Ti Moune stopped her 
ascent right in the center of a blazing light so that she was frozen in silhouette with beams 
of light streaming about her suspended figure. Her long hair and longer scarlet train 
dangled down from her body, free from all previous restraints. This single moment seemed 
to embody all the love in freedom she had longed for in life. 
Chances are that, similar to mine, the moment you chose was a point where the 
story of the performance found spectacular expression in the theatrical structure. Think 
about how you described your moment and note how I described mine. What were the 
elements that contributed to its spectacular impact? For mine, elements included set (the 
tree), architecture (the height and stature of the tree), music, light, shape (Ti Moune on the 
tree), and costume (Ti Moune’s scarlet dress and train). An element is anything we use to 
communicate from the stage (Kaufman). These not only include traditional, tangible tools 
like light, sets, and costumes, but also conceptual tools like humor and suspense. For 
example, an element that contributed greatly to my moment was the element of surprise 
when the tree rose from the ground. For a comprehensive list of elements collated from my 
work with the HLC company and my previous experience you may refer to Appendix F. 
These elements work similarly to the elements on a chemist’s periodic table. Just as 
the periodic elements are the little pieces that compose everything on earth, these theatrical 
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elements are the little pieces that compose every piece of art and theatre. We call it the 
language of elements, but truthfully each element has its own language by which it 
communicates to an audience. Traditionally a piece of theatre is created on a foundation of 
text upon which the production team then builds up direction, set, lights, costumes, sound 
and props (image #1 Appendix D). Like Overlie’s Viewpoints, Moment Work turns this 
model sideways, granting equal focus to every element (image #2, Appendix D).  
Therefore, Moment Work at its genesis is a deconstructionist approach to art. In 
order to create, we first examine all the little pieces, all the elements. This way we allow 
the pieces to guide us, disclosing the intricacies of their individual languages, as opposed to 
us forcing the pieces. This is where Moment Work begins. 
 In its most foundational sense, a moment is a unit of theatrical time. The exact 
amount of time a moment takes is dictated by the moment’s frame. The frame is two 
simple statements. At the beginning of their moment, the artist says, “I begin,” to inform 
their collaborators that a moment is now taking place. At the conclusion of the moment, the 







     What happens between that frame can be anything from the simplicity of tilting your 
head to the complexity of arranging a make-shift maze out of chairs. It can be whatever the 
person desires. Or, more specifically, it can be whatever the person is drawn to explore. On 
page 43 of his instructional book on Moment Work, Kaufman explains, “When we begin 
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our work, we don’t need to know how or where a moment might ultimately fit into a larger 
narrative or finished piece. It might not fit at all. But making the moment helps us 
understand our material’s theatrical potential.” Moment Work is brain-storming. Like a 
painter mixes her colors before putting brush to canvas, this is a way we create building 
materials. At the beginning of the learning process, we are essentially building our brushes.  
      My first steps with the HLC company are the examples shown above. I began by asking 
them to describe their favorite moments from past shows. From those descriptions we 
picked out the contributing elements. In our first workshop I introduce them to the frame 
and we discussed how the investigation of the nuance of each element in a moment can 
lead to incredible discoveries. For example, in one of his first moments, Adam was given 
the task of exploring sound. Once he began, he ran about the room striking every object he 
could reach to elicit sound. Then he switched to alternately raking his nails over various 
surfaces and tapping his shoes against others. When Adam ended his moment, the clean, 
elementally focused feedback from the rest of the company about how many different 
sounds they heard and how intrigued they were by the ways the sounds mingled 
demonstrated their growing comprehension of the Moment Work process. Once the 
company had an understanding of our creative tools, which are the theatrical elements and 
the structure of moments, we could begin to use our proverbial paint brushes. 
     So in answer to the opening question, at the beginning of the devising process, a 
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The Point of Departure 
     According to Kaufman, every creation begins with a seed of inspiration, or what he calls 
a point of departure. Peter Brook termed this same phenomenon, the hunch (Kaufman). 
This point is the inciting incident of your act of creation. Like the grain of sand that 
aggravates an oyster into producing a pearl, the point of departure is the event, idea, or 
whatever else that ignites all at once your curiosity and delight. For us, the point of 
departure is Joseph Wallace’s play Hush Little Celia, Don’t Say a Word. 
 
Generating Source Material 
     Once we have our hunch, we tackle it through the accumulation of source material. 
According to Kaufman, source material is any artifacts, images, videos, or other 
miscellaneous items you collect that feed your hunch. For this step, I followed the model 
set for me by my Moment Work mentor, Dr. Elizabeth Homan. In both of the projects that I 
worked on with Dr. Homan, Eurydice and Threnody, Dr. Homan structured the devising 
journey through the use of six source material generating exercises drawn from various 
styles of script analysis. These exercises are sensory response, dramatic questions, concept 
images, philosophical statements, and summary statements. 
     Sensory responses are generated from initial exposure to the hunch. In our case, we 
collected them after our first read through of the script. Sensory responses are a common 
exercise in analysis and an excellent exercise for devised projects because it demands 
attention to all your senses where typically we tend to favor visual stimulation. The sensory 
responses of the company are listed in the following pages. My sensory responses are listed 
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separately on page 47 as director’s necessity required that I completed mine for the text 
analysis before the company meeting. 
     Composing dramatic questions stimulates us to investigate the conflicts that the hunch 
engages. These dramatic questions are similar but not equivalent to the Major Dramatic 
Question used in text analysis on page 44. The questions that the HLC company and I 
generated, listed below, are more thematically driven whereas the Major Dramatic 
Question is the essence of the narrative.  
     The concept images that the HLC and I collected are available in Appendix E. All of the 
philosophical statements that the company members and I pulled from the script are 
included in the bullet list in the text analysis beginning on page 42. 
     Summary statements are a type of fill-in-the-blank exercise. Each ensemble member 
was given six sentences to complete however they felt best encompassed the spirit of the 
play.  These sentences were: 
1.   Hush Little Celia, Don’t Say a Word is a story about _______ 
2.   Hush Little Celia, Don’t Say a Word is a story about a girl who _______ 
3.   Hush Little Celia, Don’t Say a Word is a story about a boy who _______ 
4.   Hush Little Celia, Don’t Say a Word is a story about a daughter who_______ 
5.   Hush Little Celia, Don’t Say a Word is a story about a friend who _______ 
6.   Hush Little Celia, Don’t Say a Word is a story about a family who _______ 
 
     The ensemble’s completed summary statements are included in the record below. 
 
    After we completed one of these five content analysis exercises, we would create 
moments inspired by a morsel of the generated material. Through this practice we fused the 
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form and the content by simultaneously expressing the content with the form and using the 
form to further explore the content. 
     While text is an element, it is such a powerful element that novice artists tend to rely on 
it completely. They float on it like a pool noodle instead of allowing themselves to dive in 
and explore the deep end. Therefore, I encouraged the HLC company to veer away from 
using text and instead explore the other elements in their interrogative moments. 
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COMPANY SENSORY RESPONSES TO HUSH LITTLE CELIA… 
 
I see:   Neutral colors lots of gray and taupe - neutral in between colors, things that are 
symmetrical and asymmetrical, being surrounded, synchronous movement, silhouettes, 
ugly duckling, gray and red, a girl with someone’s hand over her mouth, the single un-
popped bubble in a sheet of bubble wrap 
 
I hear:   “Shhhhhhhhhh,” muted screaming, the instrumental  movie soundtrack of 
Sweeney Todd, white noise, parent’s disappointment 
 
I smell:   Something burning, something clean, the smell after rain, lake smell, wood chips, 
fresh cut grass, smells like fall - pumpkin spice lattes spiced with death and decay 
 
I feel (tactile):   Wind on bare skin (almost a sting), the blunt side of a knife (risky), pop 
rocks (Todd), sweaty, like nervous shaking, the word moist, moon sand 
 
I remember:   Being the only one of my kind, being bullied, being given up on, having 
authority figures hate me because they are frustrated with me, of a sister who was outed 
and shunned because she was just kind of weird, choosing that sister over the cool friends, 










When are words not enough? 
 
What can you say without saying a word? 
 
When does silence speak louder than words? 
 
When were you silent when you should have spoken? 
 
Do you think before you speak? 
 
How deeply can words cut? 
 
What does your silence say? 
 









Hush Little Celia Don’t Say A Word Is A Story About… 
●   Silence and noise. 
●   Friendship despite the odds. 
●   Comfort within the discomfort. 
●   Pain/suffering and overcoming obstacles. 
●   Innocent love.  
●   Fighting your demons. 
●   Being blinded by the silence.  
 
A girl who …  
●   Wants to be herself on her own terms. 
●   Wants a family and friends. 
●   Wants to be heard without speaking. 
●   Doesn’t know how to express her emotions.  
●   Finds pleasure in being alone. 
●   Finds herself. 
●   Needs somebody.  
●   Is misunderstood. 
 
A boy who …  
●   Is trying to figure out what to say. 
●   Just needs to say everything in his head. 
●   Just wants a friend. 
●   Doesn’t know when to stop. 
●   Has all the best intentions.  
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●   Is trying his best. 
●   Wants to help.  
●   Sees potential in someone he cares about 
 
A daughter who ... 
●   Doesn’t fit the mold. 
●   Is misunderstood. 
●   Just wants to be heard. 
●   Doesn’t want to cause pain. 
●   Was left behind. 
●   Feels like a burden. 
●   Wants the right attention. 
 
A friend who ... 
●   Never gives up. 
●   Doesn’t know how to be a friend. 
●   Needs a friend. 
●   Needs support but doesn’t know how to ask for it.  
●   Cares even after they have been pushed away. 
 
A family that ... 
●   Is hurting. 
●   Is dysfunctional. 
●   Is suffering and breaking down. 
●   Is falling apart  
●   Has its own issues.  
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WORKSHOP MOMENTS SAVED FOR REDIRECTION 
 
     For every source material generating exercise, every company member created their 
own inspired moment and presented it to the company for feedback. Only the moments that 
elicited significant emotional and intellectual responses were chronicled (and listed below) 
for possible redirection and use in the final performance. In Moment Work everything is 
important. Therefore, when creating titles to chronicle significant moments we strive for 
the greatest possible detail in description. 
 
1.   Alyeska and Sam’s breathing shushing slouching crescendo moment  
○   Inspired by the dramatic question “When does silence speak louder than 
words?” 
 
2.   Garrett and Whitney’s tugging, shrugging, shoving moment 
○   Inspired by the dramatic question “What can you say without saying a 
word?” 
 
3.   Victoria’s dark laughing growling, three person window chair crescendo  
○   Inspired by concept image 6 (appendix E) 
 
4.   Sam’s circular whisper screaming moment  
○   Inspired by concept image 13 (appendix E) 
 
5.   Whitney’s eerie blind folded light clicker surprise. 
○   Inspired by concept image 9 (appendix E) 
 
6.   Adam’s seizure diagonal line moment 
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○   Inspired by the philosophical statement, “You may be the only one here who 
understands.” 
 
7.   Makayla’s Adam chaos to peaceful black chair moment 
○   Inspired by the philosophical statement, “It’s how you deal with it” 
 
8.   Whitney’s reflection boxes suicide prevention moment 
○   Inspired by “This is a story about needing someone.” 
 
9.   Garrett’s linear three box breath step-up  
○   Inspired by “This is a story about a boy who is trying to figure out what to 
say.” 
 
10.  Samantha’s 4 box isolation three means girls diagonal hyper hug moment.  
○   Inspired by “This is a story about a friend who needs a friend.” 
 
11.  Victoria’s shadow taps 
○   Inspired by “This is a story about silence and noise.” 
 
12.  Garrett’s light spiraling scary laughing moment 
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LIST OF FINAL MOMENTS CREATED FOR HUSH LITTLE CELIA 
 
     These are the final created moments that I and the company integrated into the 
performance. As these are referenced in the scene break down and the artistic retrospective 
on the next page, I provide for you here a clean, consolidated list of the moments as titled 
by their rehearsal short hand. These titles are shorter than the titles of the original moments 
we saved from the workshops for time sake. During a polishing rehearsal it is much easier 
to  call, “Places for ‘Your Fault,’” as opposed to, “Places for the circling, whispering, blue-
light demon triangle crescendo to forte and subito.” 
1.   Talk to Me 
2.   Opening Mob 
3.   Circling Animals 
4.   Stupid Celia (broken into five parts)  
a.   Distorted Family Portrait 
b.   Griffin Light Clicking 
c.   Demon Window Taunt 
d.   Demented Clock Walk 
e.   Breathing Down 
5.   Don’t Touch Me! 
6.   Everybody Talks 
7.   Divorce 
8.   Your Fault 
9.   Rewind 





     This section is the full detailed documentation of the final moments we incorporated in 
our production of Hush Little Celia Don’t Say a Word. Discussion of each moment created 
for our production are documented in the order which they appeared in the play. Because 
Celia has selective mutism, she turns to alternative mediums to express her struggles and 
ideas. Therefore, these moments give greater focus to shape, speed, tone, volume, and 
spatial relationships than to text. For your reference, images discussed in the retrospective 
are included in Appendix D. 
 
1. Talk to Me 
     Lights out. In darkness, the performance begins. As the first bits of music float through 
the space, the first blue-green light clicks on, glowing against the floor in the upstage right 
corner. The second lamp clicks on from down stage right. Finally the third light appears 
down stage left and all three lamps shift up to focus their eerie blue-green light on the lone 
figure in the center of the stage: Celia. 
Thus begins the first of the thirteen modules created for and incorporated into our 
production. This expositional choreographed dance and movement piece accompanied by 
Lauren Aquilina’s 2013 song “Talk to Me” introduces the main character and her 
relationship to her parents and foreshadows the revelation of Celia’s anxiety disorder. 
Referencing Celia’s frustration with verbal communication, the shape of the choreography 
is inspired by the incorporation of American Sign Language. Because ASL is a conceptual 
language, instead of signing the exact lyrics, Celia signs the subtext as it relates to the play. 
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Thus Celia’s first lyrical movements say, “Game after game we lose - our twisted tricks 
and challenges. Now the abuse must end.”  
Celia’s topography and jagged movement on the lyrics “you’re bolting through my 
body” pays tribute to a moment Adam created in the workshops based on his chosen 
philosophical statement, “You may be the only one who understands.” In that moment, 
Adam laid on his back on the floor, convulsing violently. One by one, four members of the 
ensemble entered from the upstage right corner, crossed to Adam, interacted with his 
convulsing body at varying tempos and levels and distances, then exited via the down stage 
left corner. Then Alyeska entered the space. She crossed straight to Adam, laid down on 
her back next to him and placed her left hand over his right. Slowly, Adam’s convulsions 
slowed until he was completely still. I drew from this moment because it provides insight 
into how the leading actors view their characters: a storm inside that only the other 
understands. Of course, during the exposition, Celia has neither Todd nor Dr. Griffin and 
so faces her storm alone. 
At the beginning of the second verse, Celia’s parents enter with the lyrics, “Wave 
after wave of your meaningless conversation.” The father enters from his seat on the boxes 
upstage center and the mother enters from her seat in the audience downstage center. This 
placement represents the ever-present power imbalance of their home; the father 
commands the higher ground while the mother blends herself into submission. Both parents 
sign with their backs to each other and Celia curled up on the floor between them (see 
image #3, Appendix D). Celia signs because she cannot speak. Celia’s parents sign because 
they do not hear.  
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On the lyrics “Are you ever gonna wake up?” The father whirls around to the 
mother and stalks towards her. He grabs her shoulder, spinning her around. As soon as 
mom faces him she cowers backwards and dad follows her, circling their daughter. This 
movement pattern functions simultaneously as exposition and foreshadowing as it 
reappears in two moments later in the play. 
Once we enter the bridge, we meet Celia’s demons. They enter the space one at a 
time. The first demon appears from the upstage left corner. The next enters from down 
stage right. The last springs in from the downstage left corner. In the last section of the 
bridge, Celia’s parents spin around, transforming into the last two demons. Crouching low 
and undulating with the music, the five ensemble members point accusing fingers at Celia. 
At the swell of the bridge, the demons swarm towards Celia, engulfing her in a mass of 
bodies. Just as quickly, they fall away to the edges of the stage with their backs to Celia, 
leaving her alone center stage. Celia races from person to person, tugging and urging, but 
the only acknowledgement they give is to shrug her away. 
After Celia fails to elicit a response from anyone, she returns to her father. She tugs 
on his arms, shakes his shoulders, and pounds on his back, but he refuses to turn around. 
Finally, at the climax of the music, Celia’s father turns sharply to face her and shoves Celia 
to the ground. This movement is a moment that Garrett and Whitney created during our 
second workshop based on the dramatic question “What can you say without saying a 
word?” While Celia’s actions scream to her father that she needs him, her father’s response 
relays that he wants nothing to do with her.  
As soon as Celia hits the floor, the other demons break from their corners and 
swarm the stage. Celia climbs to her feet and resumes her efforts to get someone’s 
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attention. Each time Celia approaches someone, they either vellicate away from her touch 
or turn away before she can reach them. While the ensemble moves in straight lines and 
ninety-degree turns across the stage as on a grid, Celia runs chaotically in curves and 
twists. This is designed to subtly highlight Celia’s anticonformity to her environment’s 
perception of normal. 
The final time the song cries “talk to me,” the entire ensemble spins to face Celia 
and throws their arms up to point Celia off through the down stage left corner  (see image 
#4, Appendix D).  At the same time Celia runs from the space, Todd rushes on from the 
upstage right corner. This is the same corner we saw the first light at the top of the song 
and the same corner that never produced a demon during the bridge. 
Todd stops center stage, where Celia began the piece. On the lyrics “time for the 
rules to change,” in verse one, we saw Celia pick up an invisible object and click it with her 
thumb. After several clicks, she threw it down. Now, at the end of the song Todd looks 
down at the floor where Celia had thrown the object and picks it up in his right hand. Again 
we hear the lyrics “time for the rules to change,” and Todd holds out his hand like pointing 
a remote at a TV. As the music fades, Todd clicks his invisible remote. This time we hear a 
‘snap’ and the lights cut out. This marks the first use of Todd’s “universal remote.” Since 
we saw Celia attempt to use this remote without success earlier in the prologue, this remote 
represents not only the freezing convention of the play, but also the contrasting viewpoints 
of our main characters when we meet them in tenth grade. While Todd chooses to take 
control of his life and declare that he is his own creation, Celia is still slave to her 
circumstances.  
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 I chose this song to open the play because the tone, lyrics, and melodic arc function 
as a catalyst to move the audience from their realm of reality into the world of the play. As 
the lyrics plead for the audience to acknowledge and interact with Celia, I anticipate they 
will be drawn into her story.  
 
2. Opening Mob 
The bones of this moment are described at the top of the first page of the script as a 
chaotic crowd pleading with Todd as a single voice sings “Hush Little Baby.” For our 
production, the beginning of this moment blends into the end of “Talk to Me.” Once Celia 
exits the space the ensemble members walk the grid to their respective positions at the edge 
of the stage with their backs to Todd. As the music fades, Todd clicks the remote and all 
the white lights go out, leaving  only the blue-green glow of the clip lights. In the silence 
mom begins to sing softly. As the song slowly increases in volume, the whispers from the 
other demons grow louder and harsher until they are harassing him with raspy voices. The 
first demon breaks out of her corner and into the space to circle Todd. Each demon has 
their own battle cry. While mom belts out the lullaby, the demon that doubles as Celia’s 
dad demands, “say something!” One demon hisses, “stupid!” Another rasps, “shy!” The 
last screeches, “worthless!” With each circle the demons grow louder and edge closer and 
closer to Todd until they are brushing against his limbs and clothes. The cacophony reaches 
a  peak and Todd yells “PAUSE!” The company freezes around Todd in twisted shapes. 
The specific topography and phrases for this moment are inspired by three moments 
that occur later in the show in order to establish a convention. 
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3. Circling Animals 
After we meet Celia in kindergarten, the script describes a volatile interaction 
between Celia’s parents with Celia caught in the middle. In this moment Celia’s mother 
and father walk a circle around Celia while staring each other down. After a full circle, the 
father draws his right hand back in a preparation over his left shoulder and the mother 
ducks her head away. Before either can move Celia unleashes a shrill scream that causes 
her parents to freeze looking down at her and the three ensemble members sitting on the 
boxes at the back of the stage curl around their knees with hands clasped over their ears. 
Behind the family tableaux, the three remaining ensemble members slowly sit up and break 
the silence, singing in soft, staccato voices: “Hush little Celia, don’t say a word. Mama’s 
gonna buy you a mockingbird…”  
The intention of this moment is to re-establish Celia’s parental relationship from 
when this similar topography was seen in “Talk to Me.” The actions of the ensemble 
compound the moment’s direful tone and insinuate the ensemble as extensions of Celia’s 
consciousness. We are operating under the idea that Celia’s mother has taught her  to be 
silent. Hence, after Celia screams she can hear the voices of her training remind her to be 
quiet. 
 
4. Stupid Celia 
In the segment breakdown for my cast, crew, and thesis committee this is the 
section designated as scene five and begins on page twenty-two of the script. The 
presentation of this section was divided into five distinct moments linked together with 
each moment loosely shaped by Elizabeth Kubler-Ross’s five stages of grief. These 
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moments are respectively titled: “Distorted Family Portrait,” “Griffin Light Clicking,” 
“Demon ‘Window’ Taunt,” “Demented Clock Walk,” and “Breathing Down.” Although 
Celia is not dealing with a corporeal death, for which Kubler-Ross’s grief processing stages 
were originally hypothesized, the structure of this scene was designed to pull the audience 
in as they witness Celia grieve the death of her innocence and security.   
4.a. Distorted Family Portrait (Denial)  
The first moment in this section is Celia’s short-lived experience with denial.  It 
opens in the warm glow of yellow light with Mom and Dad clasping hands up stage right 
and approaching Celia where she sits on a box center stage. With a big cheesy smile, Dad 
wraps his arms around Mom’s shoulders. Mom smiles and leans forwards to embrace Celia 
the same way. Celia grins and holds her mother’s arms (see image #5, Appendix D). All 
the while, the ensemble is faintly humming “Hush Little Baby” in the background. As the 
music continues, Dad’s grip begins to loosen and his hands gradually slide away from the 
hug and up towards mom’s shoulders. Dad’s smile is haltingly twisting into a snarl. Mom’s 
smile melts away as her breathing grows tense and shallow (see image #6, Appendix D). 
Mom’s breath grows ever more rapid as her husband’s hands creep closer to her neck. 
Suddenly, Dad’s hands snap around Mom’s neck. With a single gasp, the humming, the 
lights, and mom’s breath all cut out (see image #7, Appendix D). All that remains in 
silence and darkness. 
4.b. Griffin Light Clicking (Bargaining) 
 From the pitch darkness there is a click and the beam of a flashlight appears from 
the down stage right corner, shining just past where Celia sits curled on her box. The blue-
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green lights come on revealing the flashlight holder is the ensemble member who plays Dr. 
Griffin. The beam clicks off and we hear footsteps. Dr. Griffin’s shape moves up stage left. 
When the light clicks on, the beam once again shines past Celia, revealing her in a new 
pose. Her body language is slightly more open, but still closed off. The light clicks off and 
on again, this time from up stage right, once again displaying Celia in a new position. The 
light goes out. This time it comes on shining directly down on Celia, showing her in the 
same pose that Todd struck when he opened up to Dr. Conners about his family (see Image 
#8, Appendix D).  
 This moment is a combination and modification of two moments from our 
workshops: “Whitney’s eerie blind folded light clicker surprise” and “Garrett’s light 
spiraling scary laughing.” It uses the common denominator of a Celia-figure in the center 
while another figure circled her in intermittent darkness. The dominant feedback elicited 
from both of these moments was the sense of searching, attempted communication, and 
bargaining for an unknown goal.  
4.c. Demon “Widow” Taunt (Anger) 
Designed to represent Celia’s passage through anger, this moment was drawn from 
a moment that Victoria Hernandez created in our workshops inspired by concept image 
number six (image #6 Appendix E). In the devised materials we dubbed Victoria’s creation 
“Victoria’s dark laughing growling, three person window chair crescendo.” In that 
moment, Victoria sat in a chair with one of the tall window units about ten feet behind her. 
Behind the window stood one of the floor lamps, swaying back and forth at Garrett’s 
guidance. Next to Garret, Whitney crouched slowly waving a white clip light through the 
window piece. Hushed whispers came from the figures behind the window, growing slowly 
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and steadily in volume.  When the rough whispers became distinguishable as “worthless!” 
and “stupid!” the figures each reached out a hand and picked up the window, edging it 
closer to Victoria. Growls and hollow laughter could be heard intermingled with the words 
and window sliding. By the time the figures were close enough to Victoria to touch her 
through the window, their voices and uneven laughter had escalated to shouts. Victoria 
grabbed the side of her chair and scooted forward out of their reach, but they followed her 
(image #9, Appendix D). Finally Victoria grabbed her knees and cried, “stop!” The voices 
fell silent and the lights, hands, and window all ceased their movement.  
In the version of Victoria’s moment modified for the play, Celia takes Victoria’s 
place. She is still perched on her box from the previous moments described in 4.a. and 4.b. 
When the moment begins, three lights click on upstage, the two on either side are blue-
green and the center light is white. The hum of whispers fills the air and words slowly grow 
out of the dissonance. “Why are you so shy?” “I bet she has daddy issues.” “Are we not 
good enough for you to talk to?” “She’s just stupid.” “She’s so weird, who would want to 
talk to her anyway?” The heavy words hurled by the shadowed figures are sprinkled with 
cold laughter and are limited only by tormenters’ cruelty and imaginations. The lights sway 
in the darkness, moving closer and closer to Celia. With each inch forward, the insults 
accelerate and crescendo.  
When they are so close that they are shouting in Celia’s ears, she grabs her box and 
inches down stage. The lights follow her, encroaching on her personal space (image #10, 
Appendix D). Celia tries twice more without success to move out of their reach. Finally, in 
a rare verbal moment, Celia screams, “Stop!” The voices fall away and the lights slink 
upstage. 
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Because the ensemble girls change their hairstyle to help convey their switch in 
characters throughout the show, ideally, the three girls playing demons are able to alter 
their hair so that it is in a half-up ponytail – just like Celia’s. Though small, this detail 
alludes to the demon’s presence not as foreigners speaking to Celia, but as Celia’s inner 
voices speaking to herself.  
4.d. Demented Clock Walk (Depression) 
       This moment brings us back into the script. Once the demon figures from the previous 
moment return to their upstage positions, Celia’s mother enters the down stage left vom 
and begin to sing “Hush Little Baby,” but replacing “baby” with “Celia.” After the first 
verse, the three ensemble members that played demons in the prior moment shout “Shy!” 
and begin to circle Celia. Just as the demons begin to move, Celia’s father stalks out of the 
downstage right vom declaring “Nothing I ever do seems good enough!” 
       For the rest of the moment, each walking ensemble member walks their own ring 
revolving around Celia. The outermost orbit is the ensemble member who does not take on 
a named character, but remains the constant presence of the demons from the previous 
moment. She moves the fastest, never relaxing the pace of her demonic-inspired 
movement. The next ring in is trod by the ensemble demon that doubles as sister June. The 
third circumgyration is the ensemble demon that doubles as Dr. Griffin.  
       In our workshops, the ensemble created a convention of counter-clockwise spiraling in 
transitions. That topographical convention is also seen here in the revolutions of the three 
outer demons. Although we are traveling chronologically through the play, this counter- 
intuitive motion is meant to create tension. The ensemble moving the “wrong” way 
communicate that something here is “wrong,” something here is broken. In this moment 
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that symbolizes Celia’s “depression” stage, something is definitely broken, but it is not 
necessarily Celia.  
       In the orbit closest to Celia walks her father. In contrast to the other three demons, 
Celia’s dad rotates in a clockwise direction. This is a subtle indicator that because Celia 
grew up with his behavior it has become part of the normal to which she is accustomed. It 
is possible that Celia thinks her father is right. It is possible that Celia believes she deserves 
to be treated this way. While the other ensemble members orbit Celia, her mother remains 
planted in the downstage left vom. For Celia, this is how her parents exist. Her mother is at 
a distance, detached and unengaged. Her father is in her face, demanding and aggressive. 
4.e. Breathing Down (Acceptance) 
       “Demented Clock Walk” reaches its end and climax when Dad and the three ensemble 
demons bellow, “STUPID! STUPID! STUPID!” Immediately we hear a loud “shhh” from 
Mom, and this moment takes over the stage. At the first sound of the hush, the circling 
ensemble halt their mouths and their bodies and begin to droop. Mom breaths, “shhh” a 
second time, longer and slightly softer, and dad and the demons melt closer to the floor. 
Mom’s third and final hush brings the ensemble fully to the ground. In the quiet, Celia 
swivels her head, looking down at the demons scattered on the floor. Celia raises her finger 
to her lips and exhales a tentative, “shhh,” (image #11, Appendix D).  As the last of Celia’s 
breath exits her lips, the demons spring up and quickly walk the grid off the stage. 
       As the fifth and final piece of “Stupid Celia” this moment alludes to Celia’s acceptance 
of her lot and her mother’s teachings. Celia’s mother is the first to hush the circling 
demons. She does so until her daughter follows her lead. In this moment we essentially see 
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Mom tell Celia, “Hush. Silence the issue and push it down. Be quiet and the problem will 
go away.”   
 
5. “Don’t Touch Me!” 
       One of the smaller moments integrated into the blocking as both an indicator and 
transition, this is inserted into the action on page 30 of the script. Celia is running out of the 
coffee house after performing her poem and Todd chases after her. In his effort to keep up, 
Todd catches Celia by the arm by surprise and she screams, “Don’t Touch me! Don’t 
EVER touch me!” Instantly the ensemble, who has been frozen in their coffee house poses, 
turn on their boxes to face straight down stage. With their left index fingers over their lips, 
they stomp both feet on the floor and exhale a loud “SHHH!” (image #12, Appendix D). 
The ensemble then turns and walks to the back wall, keeping their backs to the audience 
(image #13, Appendix D)..  
 
6. Everybody Talks 
       On page 32 of the script we once again find ourselves in an abstract no man’s land. Dr. 
Griffin Stands on a box center stage. Makayla and Garrett are roughly in the upstage left 
corner and Whitney and Sam are roughly in the downstage right corner. As Dr. Griffin 
(Victoria) delivers her monologue, the two ensemble pairs strike poses indicative of the 
communicative situations to which Dr. Griffin is referring. These specific poses where 
drawn from improvised arguments played out by each ensemble pair. 
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7. Divorce 
       This section is not so much a specifically devised moment so much as it is a clear 
influence of the moment work process on the blocking. Instead of staging the family at the 
dinner table, as stated in the script’s stage directions, we seat Celia on the block that Dr. 
Griffin stood on just previously in Griffin’s Speech. Mom and Dad stand on either side of 
Celia which gives the illusion of them being taller than her and gives them room to move 
freely around Celia. As the dialogue progresses to a capsheaf of emotion, with their bodies 
Mom and Dad echo the poses struck by ensemble during Dr. Griffin’s speech and the 
topography they executed in both Circling Animals and the second verse of Talk to Me.  
 
8. Your Fault 
       Immediately following the divorce scene, we see the mental repercussions of the 
father’s cutting words. This moment was birthed from the fusion of four separate moments: 
“The Opening Mob,” “Demon ‘Window Taunt,” “Demented Clock Walk,” and “Garrett’s 
light spiraling laughing moment.” The first three were previously seen in the show and thus 
echo through this moment. 
       As soon as Mom exits the space, leaving Celia alone, the lights shift to the dark, 
ominous blue-green of our abstract world. Slowly, the three demon girls creep in from 
separate corners. Their words begin as barely audible whispers, but as the speed of their 
circling grows, so does their volume and intensity. As they enclose Celia in their counter-
clockwise rotation one hisses “worthless,” another rasps “stupid,” and the third demands 
“say something!” They repeat their mantras over and over until they are whirling around 
Celia, screaming in her ears. Suddenly, in unison they plant themselves in a triangle around 
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Celia and shout “YOUR FAULT!” As the last echoes of their cry fade from the space, the 
three demons lean it close to Celia and in a barely audible, coarse whisper they repeat, 
“Your. Fault” (image #14, Appendix D). 
       The demons silently fade away, leaving the dark blue-green space empty aside from 
Celia’s lonely figure. After a beat, Celia sings softly into the silence, “Hush little baby, 
don’t say a word, Mama’s gonna buy you a mockingbird; if that mockingbird won’t 
sing…” Celia’s melody is cut short by a sob. Silence fills the space.  
       This moment is an abridged sister moment to Stupid Celia 4.c. and 4.d, from scene 
five. The demons and the escalating circle are now familiar conventions that call us back to 
our first non-musical glimpse into Celia’s head. This time, however, the voices repeat three 
clear mantras instead of sputtering in an incoherent cacophony. This time Celia never tells 
them to stop. 
 
9. Rewind 
       Our final devised moment is described on page 50 of the script. Flashing back to the 
opening mob, the ensemble surround Todd as he stands center stage. The ensemble 
characters begin their counter clockwise trek at the edges of the stage. At this distance they 
maintain their audition personas of Duffy, Kelly, Ben, Lisa, and Tim, shouting at Todd 
about how he must go after Celia and his erroneous pronunciation of Shakespeare's text. As 
the ensemble circles closer, they fade back through their previous characters: Eldon, Dr. 
Conners, Sister June, Mom, the poet, Dr. Griffin, Dad, and others. When the ensemble is 
orbiting so close to Todd that they can touch him, their body language changes, and the 
demons from “Stupid Celia” and “Opening Mob” reappear, shouting “Stupid!” “Shy!” 
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“Say something!” “Worthless!” and “Hush!” (image #15, Appendix D). At the pinnacle of 
bedlam, Todd explodes, “BANG!” This exclamation freezes the revolving ensemble 







Final Process Reflection 
 
 
Why I Chose This Project  
 
       In 1999, my little brother Ryan was born with a rare genetic mutation called Treacher 
Collins Syndrome. The doctors told us that he was going to be deaf and struggle to speak, 
so my family learned sign language. Ultimately a hearing aid granted Ryan the ability to 
hear and years of speech therapy helped him speak legibly, but my family was forever 
influenced by our experiences with the deaf community and their visual language. 
       American Sign Language is highly conceptual. Even though signers can read and spell 
like their hearing, speaking counterparts, when they sign, the grammatical structure is 
dictated by a completely different set of rules. The accurate communication of every idea 
hinges on the exact shape and position of the signer’s hands in relation to their upper body 
and the signer’s facial expression. When a signer tells a story, they use their hands to draw 
an abstract setting around their body and use their hands and facial expression to illustrate 
the actions of the characters. Gifted Sign Language poets can tell stories using visual puns 
– hand shapes that hold different meanings depending on how the signer moves them. I 
believe this exposure is the seed that captivated me and drew me to the communicative 
power of the arts.  
       In 2013, I was introduced to Moment Work through workshops lead by Dr. Beth 
Homan at Catawba College. Throughout the workshops, I was repeatedly struck by how 
conceptually similar the practice was to sign language. The deconstructive nature, the 
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extreme importance of every detail, how the interpretation of the simplest movement 
changes dramatically in each context. I was enthralled by how completely engaged and 
emotionally invested I was in the stories of moments that never used a single word. In the 
projects where I have used moment work since then, I have seen it encourage creators to 
wander into the places that they would normally never venture. In moment work we forget 
the restrictions. Our limit is our imagining and drive. This is the freedom that brought us to 
make 500 airplanes rain from the ceiling (Taking Flight). This is the raw innovation that 
created a breathtaking social statement piece using only a lone mattress for set (4:1). 
       In 2014, I was selected as one of two students to dance solos in Catawba’s first-ever 
collaboration with the professional dance company Ballet Pensacola. Although I had 
received abundant education in how to move and strengthen my body, at that point I had 
very little formal dance training. While I was learning the piece, I was awestruck by the 
degree of intention invested into every nuanced movement. It reminded me of Moment 
Work. It reminded me of sign language, but now I was using my whole body. When I 
performed the piece for the first time, three different students approached me in tears to tell 
me how deeply moved they were by the dance. I was speechless. 
       In 2015, I encountered Hush Little Celia, Don’t Say a Word for the first time. The idea 
of a title character who cannot speak arrested my imagination and I could not help thinking, 
“I know how she can communicate! I know languages she can use without ever speaking 
word.” By that point, I had my first taste of directing and wanted to do more. I decide that I 
wanted to see how I could use these rich backgrounds of nonverbal communication to give 
a voice to a character who could not speak. 
 





       The structure of the rehearsal process was divided into three parts, the workshops, 
staging rehearsals, and polishing. All of our workshops were held in the two weeks of 
January before KCACTF (see Rehearsal Schedule). Since that gave us a week between 
workshops and our first official rehearsal, I used my free time at the conference to 
synthesize final moments for the performance from the workshop material. Formal 
rehearsals began on January 30th. Polishing rehearsals began on February 6th. 
      At the start of each meeting, I had the company members lay on the floor for 
approximately five minutes of constructive rest while listening to a song from the Hush 
Little Celia playlist (see Appendix F). Part of my personal creative process as a director is 
the creation of a playlist comprised of pieces that help me understand my characters. While 
the company was invited to contribute to the playlist it was not our collaborative focus and 
ultimately no other company members added music. 
     The constructive rest was followed by walking the grid while performing a tongue 
twister. We would conclude with a group warmup centered on articulation, focus, and 
energy. We needed focus in order to move quickly through our material. It was interesting 
to watch the three younger members of the company slowly warm up to the warmups. At 
the beginning, it was evident that they were not comfortable laying down and doing 
“nothing” or letting themselves be goofy in the group games. After foundational instruction 
in constructive rest and a little over a week of rehearsals, Victoria told me that the 
constructive rest had become the favorite part of her day. As rehearsals went on it was 
delightful to watch Victoria, Sam, and Garrett follow suit of the older company members 
Chapter Four: Final Reflection 
 83 
and allow themselves to open up. In fact, on our closing night, they specifically requested 
that I lead the turkey warmup, a call and response exercise they had initially resisted at the 
beginning of rehearsals. 
     At the start, we planned for twenty-one rehearsals. In the end, we had eighteen 
rehearsals and only twelve where we were not missing anyone. Because of the extreme 
time restraint, I decided to try employing a tool I used for my choreography pieces last 
year, the Google Drive. In this online base I kept the rehearsal schedule, the scene break 
down, company contact information, the playlist, an mp3 of “Talk to Me” they could use to 
practice, and records of our devised material. I also added a digital copy of the script for 
them to access on their phones in the event they forgot their script. In our very first group 
meeting, when we did our read through and introduction to Moment Work, we spent the 
second half of our time getting all the company members into the Google Drive. 
     This idea was inspired by observing how the USD theatre faculty organize their 
production materials for the season. We used a similar system when I was working as 
choreographer and scenic artist for the Student Theatre Co-operative’s production of 
Cinderella Waltz last year. The difference between those systems and what I did for Hush 
Little Celia, is that our drive was designed as a database for the cast and crew, not just the 
designers. While the company doubled as co-designers, I hypothesized that using this 
online information share would help us make the most of our limited time because it 
provided a way for cast members to answer many of their questions that would otherwise 
be asked during rehearsals. 
     Another tool that we use during the rehearsal process was daily email. This is a practice 
I grew accustomed to in my time studying at Catawba College. It is common practice at 
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USD for the stage manager to send a rehearsal report to the designers and technical director 
after each rehearsal. In addition to the rehearsal report, at Catawba, the stage manager 
would send a ‘daily’ to the cast with information and instructions for the next rehearsal. 
After receiving the email, cast members were to respond to the stage manager with a 
simple “thank you” so the stage manager knew it was received. To save time during 
rehearsals, our dailies for Hush Little Celia included rehearsal notes divided by scene and 
actor. After reading their notes, in addition to the traditional “thank you,” each cast 
member was tasked to respond to the daily stating their favorite note from me. I made an 
effort to keep the notes clear but also fun so that it would not feel so overwhelming to my 
less experienced actors. There was usually a laugh about a few of the notes at the next 
rehearsal, so I believe this was at least partly successful. 
 
  
Expectations vs. Realities 
 
     When I began this project, I expected it to be challenging. I never guessed it would be 
this difficult. It turns out directing a fully produced piece while completing the last 
semester of an undergraduate education is pretty hard. Who would have guessed?! (Cue my 
advisor rolling his eyes.) 
       The most difficult, most infuriating, most discouraging part of this process was casting. 
My original audition date received a lot of push back, so I moved it to Sunday, November 
5th, and no one came to audition. After consulting with my advisor, I elected to post a 
signup sheet so that actors could simply volunteer to participate without having to audition. 
Only one person signed up in the two and a half weeks that the signup sheet was posted. At 
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the recommendation of my advisor I set out to specifically ask people to participate. Then 
winter break was upon us and I spent the entirety of it in West Virginia helping take care of 
my grandfather who was fighting stage four lung cancer. I spent my little spare time 
brainstorming with my USD roommate who I could ask to be part of Hush Little Celia. I 
bent over backwards and jumped through a dozen hoops to coax and accommodate 
everyone who finally agreed. Even though the cast was not what I originally expected, in 
the end, I believe I ended up with exactly the people I needed.  
       In every project I have ever done with Moment Work, there is always at least one 
moment that takes my breath away. I expected, even hoped for, moments that would give 
our audience chills. What I did not expect was the emotional extent of how the moments 
within Stupid Celia would affect the HLC company and audience. The most visceral 
moment is in scene 5, moment 4: Demon Window Taunt. This and Your Fault (moment 8) 
are the moments about which I received the most feedback from audience members when 
we performed. The first night that we were working on Stupid Celia we ran each moment a 
handful of times to make sure everything was correct, clean, and set. After running Demon 
Window Taunt a few times I noticed Alyeska, our Celia, seemed shaken. I asked her if she 
was alright. She said yes but still asked if she could sit out of the run the next few times. I 
agreed and Sam, the freshman ensemble member who played Celia’s Mom, immediately 
piped up to ask if she could sit in Celia’s place. As I believed having a body in the space 
would help our ensemble demons, I agreed. After we ran the moment, Sam exploded from 
the ball she had curled into on her box, yelling, “Holy shit! That was intense!” In response, 
Alyeska sprung up from her seat in the audience hollering, “I know, right! They make me 
want to cry!” They and the rest of the cast melted into relieved laughter. I was intrigued.  
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      Toward the end of a later polishing rehearsal we were running Stupid Celia, and since 
Alyeska’s role in this scene is mostly one of presence and not interaction I dismissed her to 
work on her homework. When we ran Demon Window Taunt, I sat in Celia’s place 
because someone needed to move the box. What I experienced took my breath away. The 
feeling of figures that I could not see edging closer and closer, breathing on my neck, 
invading my space was nerve racking. As their horrible whispers grew into shouts, I could 
feel Celia’s terror and despair. Suddenly, I was Celia. The experience was so incredibly 
visceral. When the lights came back on I was laughing with surprise and delight that we 
had created something so potent. After that, I was careful not to over rehearse this scene 
with Alyeska in it so as not to exhaust her emotional reserves.  
     I am so proud of what we created and presented for our peers. However, the richest 
most rewarding part of this process was the collaborative experience. It was difficult at first 
for us to find our groove. I received a good deal of resistance against the Moment Work in 
the beginning. However, as we pressed on, I could see the company start to get it. Once we 
transitioned from the purely educational exercises into exploring the characters, I was 
blown away by how enthusiastically they embraced the work. As we used Moment Work 
to dive into the minds and lives of our characters, it began to reveal pieces of my company 
members – how they view the play and how they view the world. While working on the 
emotional aspects of this play, nearly all of them experienced moments of pure 
vulnerability with me and their other teammates. Because of this, the company developed a 
bond, a working synchronicity. The only other time I experienced a company working this 
tightly was when I was a company member in USD’s production of Green Violin in the 
spring of 2017.  
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What I Learned 
 
    Looking back, if I had been blessed with more time, if I had been blessed with more 
resources, there are many things I would have done very differently. However, I say that 
about nearly everything I create. I believe this is what drives me to keep working and 
striving for excellence.  
     From this process I learned that life happens. When chaos arises I have to brace myself 
with both feet planted firmly on the ground and have a backup plan for my backup plan. I 
started this process reeling from the death of my grandfather. None of my plans or training 
could have prepared me for that.  
      In my directing policy (available in appendix F), one of my requests is that of presence. 
When the company and I enter the space, nothing else exists outside here and now. If I ask 
that of my cast, then I must be willing and able to abide by my own rules. It was difficult, 
but when it came to rehearsals, I put my personal life aside. With this in mind, I learned the 
importance of the human aspect in the creation of art. When there is an unexpected absence 
or company member meltdown, it is crucial to differentiate when I need to be their director 
and when I need to be their friend. As much as we all try to be present, there are some 
struggles that cannot be ignored. I learned that remembering we are all human, and tired 
humans get cranky, can save me from making dumb choices. I wanted to create a 
collaborative family for my cast and crew. I believe kindness and patience paid off, 
because I got to watch the company grow close. They developed memories and inside 
jokes. They brought each other (and sometimes me) meals and coffee and drove each other 
home after rehearsals. Additionally, over our four and a half weeks of workshops and 
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rehearsals, four of my cast members came to me to about issues they were dealing with 
outside the show. I am by no means a wealth of wisdom, but I was happy to help how I 
could and I was glad that they felt comfortable enough to reach out to me. 
     I learned that as an artist, a director, and as a teacher, I have to learn to speak the 
language that my audience already understands, even if they do not know that they do. This 
is initially why I fell in love with Moment Work. Even if the audience does not know the 
intricacies of how a moment was created they can still feel its impact. However, when it 
came to explaining the technique, I was not as prepared as I thought. I studied Moment 
Work for years so I knew all the terms and concepts. On the first day, I realized that all 
those big words cannot serve me if the person I am speaking with does not understand 
them. By day three of our workshops I figured out how to adjust my explanation and I 
continued to adjust my communication style as my company, as a unit and as individuals, 
needed throughout our time together.  
     In addition to adjusting my language to the needs of my company, I learned to adjust my 
working system to adapt to my company. One of my cast members was particularly strong 
willed. She is a creative force to recon with, so I knew I wanted her in the show. It turns 
out that she has a natural talent for Moment Work, and, along with the rest of the company, 
was incredibly responsive to the personal ownership of the project that collaborative 
devising cultivates. However, when we transitioned out of devising and into staging, she 
struggled to let go of the input that she had grown used to. One of the reasons I cast her 
was for her abilities in dance and movement, so I decided to take a gamble and make her 
my dance captain. The response was immediate. She was more attentive in rehearsals and 
gave me significantly less resistance during staging. Her assistance as dance captain proved 
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invaluable because she could practice and polish with the cast members who were having a 
particularly difficult time with the choreography while I worked on notes with the rest of 
the company. Our company was not perfect however I believe that adapting roles to the 
talents and needs of our individual members fostered a positive creative atmosphere.   
     I learned that every message, note, and email should be checked and double checked. 
One missing word in a rehearsal note can completely change the tone of a scene. Clicking 
out of my browser a second too soon can mean an email never gets sent. When setting up 
meetings always check and double check that everyone involved is notified of the correct 
time and location. Something as small as an accidentally checked box can mean wasted 
hours of mine or someone else’s time.  
     I learned that bribery works. Of course, positive reinforcement is likely a more accurate 
term, but in context it felt like bribery. When we first established the daily email system, it 
took a few tries for Andy, our stage manager, and I to get everyone to respond. At first I 
promised candy to everyone who responded. After that worked and almost work a few 
times, I changed the system so that the cast would receive candy only if everyone 
responded properly to the daily. After the first day of no candy, the cast saw to it among 
themselves that everyone read their notes and responded to the daily.  Fortunately for me, 
my cast was not picky and happily accepted the Dove candies I kept on hand for their 
bribes. 
     I learned to be careful when working with emotionally volatile material. It is exhausting. 
In addition to the experience I discussed above with the Demon Window Taunt moment, 
when rehearsing the parents parts for Circling Animals (moment 3) and Divorce (moment 
7) scenes grew highly intense and realistic. I realized just how intense the had become 
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when one of the ensemble members approached me to ask if she could wait outside. She 
later disclosed to me that she had been a victim of domestic abuse and observing the scenes 
was jarring if not explicitly triggering for her to watch. After rehearsal we discussed the 
best course of action for her during these scene in the performance. Ultimately she decided 
that she would be okay during performances since she knew they were coming.  
    Finally, I learned that I love directing. I learned that it is hard but is a dozen times more 
rewarding. Sitting in the audience watching something that you created unfold is 







     For those of my readers who find themselves as strongly intrigued by the Moment Work 
process as myself, you can learn more through Tectonic Theater Project’s Moment Work 
Institute. This Institute offers involvement opportunities ranging in involvement from one-
day workshops to year-long residencies. Through the Institute, Tectonic engages artists at 
every level from professionals to students to curious civilians. 
“The Beauty of Moment Work is it’s egalitarian soul. Everyone has a voice in the 
creation of new work. It is in this spirit that we open up a space, whether physical or 
virtual, in which to share what we love with anyone curious enough to take the leap 
with us into a dark room and turn on the light.” 
– Laurie Lathem, Tectonic’s Director of Education and 
Community Engagement (Kauffman) 
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APPENDIX D: DISCUSSED IMAGES 
 
1.  Generic Theatrical Model 
 
 





3. “Talk to Me” 
 
 




5. Distorted Family Portrait 
 
 




7.  Distorted Family Portrait 
 
 





9.  Victoria’s Concept Image Moment 
 
 






11.  Breathing Down 
 
 




13. “Don’t touch me!” 
 
 
































5.                                                                            6. 
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7.                                                                          8. 






10.                                                          11.  
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APPENDIX F: ADDITIONAL MATERIALS FOR THE CAST 
 
Lauren’s Directing Policy 
Positive 
     Our number one rule is “Keep It Positive” (cue Legally Blonde music). I fully believe 
that nothing kills the creative process faster than negativity. When we are in rehearsal keep 
your energy and input positive. If you have a question or concern, I encourage you to 
communicate it not as a complaint but in a way that shows respect to your teammates.  
 
Present 
     Leave it at the door. Whenever you come in to rehearse, pause at the door and take an 
intentional moment to shake every outside distraction off your shoulders and away from 
your mind for the time you are in the workspace.  We all have crap going on. We all have 
crazy schedules. When you walk through the door for rehearsal, you are here to work and 
create art. Stop at the door and leave your stress, to do list, drama, bad attitude, and 
everything else behind so that you can be present with your team. 
 
Punctual 
     I am a firm believer in punctuality. If you are 5 to 10 minutes early you are on time. If 
you are on time, you are late. If you are late, you are doing 5 push-ups for every minute 
you are late. If you are late again, then everyone does push-ups. Please do not be the reason 





     As a young director/choreographer, I am still developing my artistic language. If I say 
something or give you a note that does not make sense to you, ask me for clarification. If it 
still does not make sense, try what you think it means. If I do not give you any more notes 
on it then what you did worked. If we have to revisit it, then we can talk about figuring out 
a vocabulary that works for both of us.  
 
 Collaborative 
     I am a collaborative director/choreographer. While I get the final word, if you have 
ideas you want to try, I am interested in your artistic point of view. You know you body’s 
capabilities and limits far better than I and it is your job you know your character better 
than I do. I trust you to do your research. We may not always be able to carry out your idea 
right away, so we will go away, work on it, and then come back and try it. If it turns that 
we cannot use one of your ideas do not take it personally. 
 
 
ELEMENTS OF ART & THEATRE 
 
     This list represents the accumulation of artistic and theatrical elements that I have thus 
far discovered and explored in my experiences with Moment Work.  
 
1.   Form 
2.   Content 
3.   Acceleration / deceleration 
4.   Angle  
5.   Anticipation 
6.   Architecture 
7.   Audience placement 
8.   Audience reaction 















22.  Crescendo/ decrescendo 
23.  Danger 
24.  Darkness / light 
25.  Deceleration / acceleration 









































67.  Silhouette  
68.  Space 






75.  Symmetry / asymmetry  
76.  Synchronicity 

















PLAYLIST FOR HUSH LITTLE CELIA, DON’T SAY A WORD 
 
“Talk to Me” by Lauren Aquilina 
Celia’s theme song 
 
“Nightingale” by Demi Lovato 
Celia to Todd 
 
“The Cure” by Lady Gaga 
Todd to Celia 
 
“Everybody Talks” by Neon Trees 
Todd’s Theme 
 
“Say Something, I’m Giving Up on You” cover by Pentatonix 
Celia to her mother 
 
“Safe and Sound” by Taylor Swift 
Celia’s mom to Celia 
 
“Because of You” by Kelly Clarkson 
Celia to her father 
 
“Hurt” by Emarosa 
Celia’s father to Celia 
 
“Change” by Taylor Swift 
Dr. Griffin to Celia 
 
“Human” by Christina Perri 
Celia to her peers and teachers 
 
“What Have You Done Now” by Within Temptation 
Celia’s demons to Celia 
 
“In the Dark” by flyleaf 
Celia to her demons 
 
“La La Latch” mix by Pentatonix 
Hush Little Celia: a summary 
